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This introductory issue of JFAC (Journal of Fine Art Campus) is a 


long cherished dream of our team: finally, it has come true Despite 
multiple limitations, we have successfully published the first issue of this 


journal. The Campus Unit of Tribhuvan University Teachers’ Association 
aims at promoting the research works carried out by the faculties through 
this platform 


In this issue, we have accepted some articles that cannot be called 
the product of formal research. We hope that our future issues will get 
more research articles from the members of Campus. Also; we will try our 
best to collect research papers from outside scholars who are not directly 
involved in the Campus. | 


Most importantly, the views expressed in the articles are those of 
the authors and they represent, in no ways, official opinion of the Campus 
Unit of Tribhuvan University Teachers’ Association 
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In Quest of Human Dignity: Reading Rimal’s Aamako 


Sapana’ in Republican Nepal 
- Komal Prasad Phuyal 


Abstract ` 


Gopal Prasad Rimal (॥9]8-973) constructs a visionary 
subjectivity in quest of freedom and equality in Nepal. Often labeled a 
‘protest poet’ by critics, he addresses the social, political, and historical 
circumstances that are against ultimate realization of human potential. 
The redefinition of Nepal as a Democratic Republic in 2008 signifies a 
major step in Nepal's quest for equality and freedom. For Rimal. the full 
bloom of human subjectivity lies at the heart of realization of agency that - 
empowers each individual with equality and freedom. This paper argues 
that Rimal firmly stands as a visionary poet who addresses the absent 
socio-political circumstances and the very absence disallows the practice 
of freedom and equality in quest of human dignity. Now that the society 
has adopted Rimal as the major voice of its own, he needs to be revisited 
in the changed socio-political context. 


Quest for Human Dignity 


Gopal Prasad Rimal seeks to establish human dignity in society 
through social transformation that brings about equality and freedom. His 
poetry centers on missing social circumstances that help attain the 
possible form of realization of human agency. Addressing the gaps in the 
underlying structure of society, he poses threat to the prevailing socio- 
political structure through his writings; however, reading his poems in the 
Democratic Republic of Nepal after 2008 does not permit to position him 
as a ‘protest poet.’ On the contrary, unlike what Ananda P Shrestha and 





Gopal Prasad Rimal's Ammako Sapana [Mother's Dream] that was awarded Madan 
Puruskar in 209 B. S. is a collection of twenty eight poems written from 992 B.S. to ' 
20l9 B.S. This paper discusses four poems from the collection: “Ammako Sapana,” 
“Prati,” “Timi Ko?," and “Ek Din Ek Choti Aaunchha.” Except "Prati" which is taken 
for discussion in this paper from Dancing Soul of Mount Everest, edited by Momila, I 
have myself translated the remaining three as "Mother's Dream," “Who are you?," and 
"Once in an Age, It Comes One Day" respectively. 
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Structure. Historically, he | 


could not fulfill the expectations of the 
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Yuba Nath Lamsal find in their examination of — हे po try, " stands 
as a social visionary who Is In search o numan dign ny ind e |a ^ em lent 
of the voiceless. Through appropriation of the ty pipe | | "e of the 
society and the changing ethos of time, he attempts to expat B the spiritual 
horizon of people as evident in the fusion of Lenin "" the. Buddha 
Fusion of both extremes and appropriation ol traditional culture are the 
key concern for Rimal who does not believe in borrowed attributes" for 
social change. Rather, he goes after the social awakentng through revival 
of collective agency which transforms the core of society. The visionary 
in Rimal, in fact, addresses the absences of the society whereby directine 
his aspiration towards attaining equilibrium between the lack and the 
presence. In addition to this, he feminizes the society and shows need 
from the masculine to fulfill the dream; still, the feminine ts the source of 
encouragement for the masculine. Besides, critiquing the social 
development through self-reflexivity, he updates the society with the 
spirit of hope to seek for meaning of human dignity and life in general. 
His poems transcend beyond the form of protest poetry since they reveal 
social optimism in the changed socio-political context after 2008. 


Gopal Prasad, Rimal’s poems seek to establish a "Just society’ that 
helps every member realize ultimate possible attainment through the 
exercise of freedom and equality. As a social Visionary, he holistically 


analyzes the society in order to see the lapses underlying in the social 


argely spent his life time under the tyrannical 


political setup of the society: firstly under the Rana regime and then under 
the Panchaya 


at system. The democratic system from I95I to I959 also 
people. For instance, Rimal's 
d when he says, “We find our inability 
dearer/ le ego that covers it is much dearer!” (Who are you? l-2). The 
inability to uplift human dignity through social transformation, and 


r : By : e . . ७ è . ७ ० 
practice of É" edom and equality inflict in him ultimate pain. It is where 
the mother's expectation to see h 


change goes in vain. In "Mother's 
youthful dream/ That that w 
expectation of the Society 
feminine form and the y 
the society is engrossed 
understand the nature o 


dissatisfaction is thus reveale 


er son. emerge as the agent of social 
Dream," the mother says, “It was my 
as you" (]7-]8, 45-46). The refrain also draws 
in that Rimal personifies the nation in the 
ouths in emerging generation of the son. Now that 
within its ego, the inability of people to genuinely 
f their own composition has turned problematic. 
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Rimal aspires to fulfill the gaps in society by arousing people to 
opt for social transformation. He attempts to construct modem 
subjectivity that updates itself with the changing and fleeting spirit of the 
age. Transcending the ethos of protest, his message for change implies 
that it is both desired and required. Michael's Hutt reveals that Rimal s 
poetry expresses his conviction that change is inevitable in Nepal He 
observes, “Nepal frequently symbolized by a mother who dreamed ot 
bearing a son who would combat evil and inaugurate a future full of hope, 
Rimal refrained from explicitly identifying this mother with Nepal, or 
from naming the oppressors who were the cause of her sorrow" ( 40) 
The visionary in the poet and his poetic persona is often misunderstood as 
the one who just protests against the present socio-political conditions Im 
his time. For instance, Ananda P Shrestha highlights the social /political 
function of protest poets who for him bring about political change in 
society (259). Drawing the tradition of protest poetry. he states: 


Back home. our very own poets like Lekh Nath Poudyal, Gopal 
Prasad Rimal, Laxmi Prasad Devkota, Kedar Man Vyathit, Siddhi 
Charan Shrestha, Bhupi Sherchan, Kali Prasad Rijal, Chhetra 
Pratap Adhikari. Gopal Yonzon, to name 8 few, also belong to this - 
conscious breed (259) 


Shrestha assumes the elitist position held by those who suppressed the 
call for change. The protest poetry resists the political and social practices 
that do not favor the development of people. With the political setup in 
the backdrop of his argument, he seeks to understand Rimal's poetry asa | 
part of counter-culture narrative. 


Shrestha also argues that two periods, namely the Rana Rule (] 846 
-]95]) and the Panchayat Rule (॥060-]990) gave rise to the form of 
poetic expression called protest poetry because the state suppressed the 
quest for liberty and equality (n.pag.). For him, protest poetry centers on 
the democratic aspiration in'Nepal. Besides, the protest poets carry “the 
nation's voice of conscience" (260). However, the I930s and the \940s 
infused political themes in Nepali creative writings in order to oppose the 
Rana Oligarchy. As Hutt declares, "Most of Nepal's more distinguished 
< writers, however, have shown some concern with political matters, and 
during the latter years of the Rana Regime-a number of progressive 
writers came to the fore in the struggle to remove the autocracy from . 
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power" (I36). In fact, Yuba Nath Lamsal rightly points out that Rimal hag 
deep shock of I94l-episode of execution of four martyrs and devoted his 
energy to writing poetry infused with political themes of change (n. pag.) 


० f G e C f g A e 
Rimal's poetry manifests the shock as the call for change in quest of 





human dignity. . 

Transcending the form of protest, Rimal upholds hope in his 
poems in quest of human dignity. Firstly, he aspires to demolish the 
chains that limit the growth of spiritual horizon in the down trodden ones. 
As he boldly presents, the great upheaval once in an age brings about 
complete transformation of society, thus empowering the silenced. He 


says: 


And now the tongueless innocent begin to speak, 

The suppressed find voice, 

Those taken to be bearing throughout rise to revenge, 

Those believed to have gone return, 

, Those deemed to be sleeping rise up and walk, 

Those judged to have died and hence thrown come back on their 
foot, 

The burning coal turns ashes and the storm commences, 


The weak also emerge brave and high vigor flows through the 
mass... (“Once in an Age” 3-] 0) 


The optimistic tone implies the complete empowerment of the silenced in 
history. The people left outside the power structure are expected to get 
their due space after the revolution is complete. Since Rimal could not 
find these conditions met in the stated poem met in the ]9505 in Nepal, he 
believed that thé change of ]95] was “an incomplete revolution" (Lamsal 
n. pag.). Rimal's search for human dignity centers on his aspiration to 
assert agency. He revives the social agency in those who are deemed 
worthless; hence, he awards the voiceless and the suppressed with the 
ability to verbalize their inner desire for freedom and id | है 
and equality. 


Rimal also understands that only 


ffice f the political e 
suffice for the social chan p change does not 


8९ to bri f i 
B® to bring about complete transformation. The 


traditional elen e soci 
) vents of the society must be maintained so as to appropriate 
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transformation of the underlying structural forces. The irrational forces of 
the society working at the underly ing structure need to be abolished for 
total restructuring of society., Seeking for transformation for the cause of 
social awakening, he attempts to appropriate the change through 
traditional image of revolution that is witnessed in the Buddha. As he 
states, ". . . here should come impregnation -pious and responsible/ the 
Buddha should be begotten here. and Lenin" (“An Address" 9-20). Also, 
this sort of expression of hope to fulfill conditions of absences in society 
is explored in Hutt as he argues, “The Nepali poetry of the I940s and 
carly 950s is full of expressions of hope for the future... The works of 
the ‘revolutionary’ poet Gopalprasad Rimal are the best illustration of this 
tendency” (I40). The positive attitude towards future and the 
understanding of contemporary lacks in social structure put Rimal above 


the position of a mere protest poet in that he provides the society with 
guiding vision, 


The visionary poet and poetic voice present in his poems functions 
in à singular direction when they are presented as complementary forces. 
For example, "Mother's Dream" feminizes the collective, whereby 
positioning itself as an impetus for the youth to realize their potential to 
work for the collective welfare. It performs two functions: it shows the _ 
gender balance in modern Nepali poetry through equilibrium of both 
genders to work towards transformation of society; and secondly, the state 
and individual are also presented as complementary forces. Furthermore, 
Abhi Subedi also argues, “Another important feature of the modern 
Nepalese poetry is the voice of women" (4). Voice of women in Rimal 
turns intó the voice of the collective: the mother finally materializes her 
dream of change when the son rises up. convinced of thé change. He says, 
१] think that will come, mother. /Hope of his arriva] has.grown goose ला... 
mv bodv/Like the throats of birds at dawn" ("Mother's Dream" 38-40). 
The hope of complete sel f-realization in/through social | transformation. 
implies that Rimal's vision is imbibed p positive attitude towards. 
future. He expects the transformation to fulfill the material conditions 
suppressed and/or absent in the structure. ४ wA. 


Rimal examines the absences in society through the critique of : 
history. He sees the suffering of the nation results from the “unjust state ` 
कल कको, The national psyche is also structured along the route of the 
nile imposed upon people to curtail their rights. As he writes: 


" 
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We hold our delay dear, 

And our uncertainty cherished, 

Yet we do riot want to say so: 

Who are you to point this for us? (“Who are you?” 4-7) 


He is deeply convinced that the expected social transformation could not 
be completed because of certain fundamental beliefs in the society. The 
underlying escapes the target of transformation; so, he satirizes at the 
people through the question placed at the title of the poem. The 
revolutionary and social visionary is made fun of in the poem in order to 
critique the history and its continuation in the ]950s. Abhi Subedi 
critically observes the development of self-reflexivity in the 950s in 
Nepali poetry as he contends, "The poets were developing a self-reflective 
attitude already in the fifties" (5). For Subedi, it refers to a desire to paint 
oneself in creative process and show the inner content in oneself. Rimal's 
self-reflexivity centers on the process of change that takes place in the 
total social milieu: he reflects on the attributes required for modern 
subjects. As he points out the quest of society, "We are in search of 
someone/ Upon whom we put our inability, delay, hatred" (^Who are 
vou?" ]9-20). The absent features of the social aspiration are the target of 
Rimal's visionary who aspires to attain those attributes to complete the 


process of social change. 


For Rimal, poetic creation refers to a space in which to reflect on 
the basic meaning of human dignity and meaning of life. Relating to the 
spirit of time to update the requirements -of the contemporaneity, he 
upholds human dignity through assertion of social agency to achieve own 
transformation. In other words, the mother's aspiration to see [the 
revolutionary's] “shadow, on your countenance, /His image. in your baby- 
cute smile; /His voice, in your babble...” (“Mothers Dream" \2-\4) helps 
establish the meaning of life in the twentieth century. Ananda P Shrestha 
rightly argues that Rimal "creates truthful images of what it means to be 
fully human in the twentieth century" (n. pag.). As Shrestha further 

observes, "In all his poems, he covertly exposes the suppressors by the 
| use of powerful and appropriate symbols knowing fully well that a direct 
or overt attack could have cost him long if not life imprisonment" (n. 


pag.). Even at the perceived cost of his own lite, Rimal raises voice tor 
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human dignity through utmost respect to freedom and equality as the 
prime attributes that are required to maintain dignity. 


Rimal 's search for human dignity through freedom and equality is 
rooted in his analysis of the prevalent and absent social circumstances of 
his time. He opposes all the prevailing social, conditions that disallow 
practice of freedom and equality. The claims in Shrestha and Lamsal that 
Rimal in his time was a form of ‘protest poetry" in the changed situation 
after 2008 sounds elitist because both of them implicitly assume the’ 
position of the Rana Rulers before 95I and the Panchayat Rulers before 
990. Now that the society has redefined itself at the national level, Rimal 
demands that his call for social transformation be revisited so as to find 
the ways in which the national voice has appropriated his call for change. 
In fact, Rimal's attempts to awaken the social agency to establish freedom 
and equality position himself as a social visionary. 


. Rimal in the Republic 


The revolutionary conscience seeking for human dignity in the 
tyrannical Rana Regime and the Panchayat may have been validly called a 
protest poet' in that he opposes value-system of the society. The 
foundational values in his time promoted "inability, delay, hatred" (^Who 
are you?" 20); hence, he envisions that the revolution has to take place 
one day. As he foresees, “The weak also emerge brave and high vigor 
flows through the mass, / And tremor is felt and the irrational gets 
revealed then. /Yes, once in an age, it comes one day!" (]0-]2). Surely, 
Rimal was a protest for the Ranas or the Panchayat system: he opposed 
the core values that denied freedom and equality. The human dignity that 
the system defined and generalized at that time also represented a 


particular section of society. Evaluating Rimal as a ‘protest poet’ puts the ` 


critic on the side of the. éstablishment faction of the society in past, 
thereby creating a huge distance between the critic and the poet. In other 
words, the poet becomes an alien who aspires to fulfill his whims through 
social transformation, provided the poet is still labeled a ‘protest poet’. 


In the changed context of Nepal, Rimal must be redefined in that 
he has now become the collective voice of the society, Yuba Nath Lamsal 
states that “Ek Din" and “Rato ra Chandra Surya” turned into the matra 


for the people | 
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who started singing these poems in public gathering, religious 


० r pws wt {ese j. [2 a a C 7 e 
shrine and social functions. Upon hearing this, the Kanas felt 

+ ० £ a ¢ T? arc f are e € 
threatened. and immediately put Pimal behind bars on charge of 
sedition... He kept his revolutionary zeal alive in political 


activities and through literature. (n. pag.) 
For the Ranas in the 940s, Rimal could have remained a ‘threat’ to their 
throne. His poems could have posed an ideological challenge to their 
status quo when he made call for a national unity to do away with all evils 
that prevailed in society. The criticism that attempts to seek the traces of 
protest traps itself in the labyrinth of history, thereby assuming the ‘lost 
elitist’ position after declaration of the Democratic Republic on 28 May 


2008 in Nepal. 


The contradiction still appears in critics like Ananda P Shrestha 
who find Rimal’s ‘poems relevant in the contemporary time. In the 
changed context, the society that aspires towards the vision of set by the 
poet cannot term him a protest poet; rather, his position now is that of a 
social visionary and a guide. Very contradictorily. Shrestha argues, “His 


‘protest poems are equally relevant today ‘under a Democratic Republican 


Nepal as it was under the Ranas at the time” (n. pag.). Shrestha fails to 


redefine the spirit in Rimal in the changed context when the majority of 


the society has adopted the poet as their mouth piece in quest of human 
dignity and a ‘just society’. Rimal is no more a protest poet now! 
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Significance of Erotic Arts in Religious Places | 
- Dr. Yam Prasad Sharma 
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Some arts in Nepal associate the erotic with the sublime. 
Aestheticizing the erotic is one of the significant features of Nepali an. 
Generally, references to erotic things and discourses are however, 
received with traditional reservation in South Asian cultures. It is because 
of the social taboos. In the early Nepali paintings, male deities are 
frequently portrayed as embracing their female partners. Such erotic 
images have been the common theme of the art historians and critics. The 
"depiction of deities in a state of physical union" is common in Nepali 
scroll paintings (Rajatananda Das Gupta ]3). Manuj Babu Mishra says 
that in Nepali art from ancient time, the union of Prakriti and Purusa has 
been represented frequently (2]4). We traditionally recognize the union 
of Prakriti or Maya as the female principle and Purusa as the male 
principle in eastern epistemology. Nepali Thankas also depict wrathful 
tantric gods in sexual union with their female partners. In the Paubha 
painting of “Mahashivashakti”, Shiva is laying down looking upward and 
Shakti is upon Shiva in physical union. A fifteenth century painting of 
"Herukacara Samvara" shows the sixteen-handed fierce Heruka aspect of 
Buddha Aksobya in passionate sexual embrace with his female 
counterpart. The figures of Bhairava and Shakti are in sexual union in 
many Paubhas of the eighteenth century. The sexual union of Samvara 
and Vjravarahi, and Uma and Mahesvara have been frequently 
represented in Nepali art. In this context, T. S. Maxwell writes: 


It is impossible to write about Asian rel igious art- whether tantric 
or non-tantric- without making constant reference to sexual 
symbolism . . . . The roots of this aspect of religion are as old as 
the culture itself, as natural and spontaneous as an analogy of 


9 छु ० . 
man's relation to his environment as the act of love between man 
and woman. (23]) 


In Rigveda, a prayer to God says, “Delight 
hastening prayer, as a bridegroom his bride.” 
eroticism (Qtd. in Maxwell 23] ). 


in my song, accept my 
' suggesting the underlying 
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Erotic is not profane in Nepali art despite the fact that the erotic IS 
taken with ideological reservation in life in general. The hidden displays 
itself in painting and sculpture in the religious places like temples and 
monasteries. This seemingly looks paradoxical. The argument can be 
multiple. One can say that art makes the erotic (and the images associated 
with it in common beliefs and practices) sacred, aesthetic and permanent. 
| The place of art in erotic signifies raising the essential procreative 
principle to the level of aesthetic permanence (art) with creation (sex). 
However, critics have put forward many views in this regard. About the 
importance of erotic art Lain Singh Bangdel says: 


The embrace of male and female is the sexual symbolism of | 
Tantric Buddhism. The old concept “symbolized the act which 
created the world, the eternal cycle of reproduction without which 
“nothing would exist." The symbol of sexual union in Thankas 
remained overwhelmingly popular in Nepal. The whole world, 
from Brahma to the worm is held together by the union of male 


and female. (30) 


Such erotic figures are also carved in the wooden structures of: 


temples to “ward off the evil eye and serve as protective charms against 
the visitations of calamities like lightening” (N. R. Banerjee 30). The 
western idea of profanation, however, is to protect the texts from the 
dgard Wind says in this context, "the texture of the 
ith a poetic veil in order that anyone: reading his 
nothing but the sheerest tales and 


common mass. E 
fables covered them w 
hymns would think them to contain 
trifles” (] 8). It “directs the attention of the multitude, and so protects the 
divine secrets from profanation . .." (| 7). i. 


Some Maithili paintings are also centered around. “marriage, 


fertility and the typica 
serving the purpose of attainment o 
Sometimes, such erotic feeli 
of marriage, Maithili women paint 
Lydia Aran says: - | 

| led Kohbar, i.e., à composition centered around the 


2... the so-cai 
[ ingam (phallus) penetrating the yoni (vagina), often depicted in 
4 lotus flower, surrounded by mythological scenes and 


the form of | 
fertility symbols. The Kohbar painted on paper 


various sexual and 
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f intuitive wisdom" (Lydia Aran ]84). 
igs-come in the form of symbols. In the time 
Kohbar. About this. tvpe of painting, 
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by à girl is sent by her to the boy of her choice as a marriage 
proposal; it is painted on the walls of the bedroom to ensure 
fertility; on the paper used for wrapping gifts during courtship as a 
proof of a girl's accomplishment in the traditional art; and on the 
walls of the house for magic protection. (84) 


Manabajra Bajracharya says that early Nepali art deals with the 
four important elements, they are birth, death, life and the wishes of men 
(8). Philosophically, birth is the symbol of construction and creation, 
death is the symbol of religion and thinking about God, life is the symbol 
of sexual union, ànd the wishes of men are the symbol of Mahasukha, 
orgasm or absolute bliss (8). The purpose of every man's action is to get 
the absolute bliss (9). The creation of life and art also starts with 

Mahasukha. Understanding the mystery of life and the universe, and 

realization of God also starts with Mahasukha and the meditation upon 
the union of Prakriti and Purusa (9-] 0). About the union of Prakriti and ` 
Purusa, Pratapaditya Pal writes: 


... the term, Sakti, as applied to the goddess, is employed only in 
Hindu context, whereas in Buddhist tantra, she is designated as 
Prajna meaning wisdom. Further, while the Hindus believe that 
Purusa (Man) is passive and Prakriti (Nature-Woman) is the - 
active agent, the Buddliists hold a diametrically opposite view. For _ 
them the male representing the method { Upaya-Karuna or 
Compassion) is the active principle, while Prajna is passive. Only 
the combination of two, of right method with right knowledge, 

` leads to ultimate bliss known by such terms as mahasukha or 
bodhicitta. (The Arts \4) 


According to Manuj Babu Mishra, the union of Maya and Mahesvara, 


Linga and Yoni, and Prakriti and Purusa are the inspiring elements in the 


early Nepali art (2]4). Without Maya, Yoni, or Prakriti, Mahesvara, 
Linga or Purusa becomes corpse. Women are the forms of mother 
goddess in relation to the ancient fertility cults. The goddess, the 
feminine, is the creative centre in the form of Shakti. Especially in tantric 


' tradition, she is the symbol of the cosmic energy. The mal e partner plays a 


passive role who gets power only after his union with Shakti. These ideas 
are frequently depicted in Nepali arts. The view of Lydia Aran is similar 


: here: — 7 
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They [Tantrikas] believe that by arousing the libido, thev thus 
mobilize otherwise dormant energies, which thev can then use 
through sexual act, combined with ritual and yoga, to increase 
their intuitive powers, culminating in ultimate identification with 
the deity immanent in their sexual partner, thus associating 
themselves to her power. (60) 


Such tantric concepts are the underlined conditions of Nepali erotic arts. 


Shiva, whose highest manifestation is the erect phallus, is also the 
axis of the universe in common belief. Krishna is renowned for his 
flirtatiousness and sexual prowess and he is also said to be the male 
consort of all Women, assuming the form of every husband and lover. 
Vishnu is also considered as the symbolic sea of semen containing the 
seed of all creation. Maxell says about the erotic figures on the temple, 
friezes of Khajuraho and Konarak: 


eo 


The couples engaged in the numerous permutations of the modes 
of sexual intercourse cease to be two distinct individuals, each act 
of passion ceases to appear in one couple distinct from the others: 
the individual merges with his sexual partner, one union flows into 
the next around the seemingly endless rows of lovers until the 
whole becomes a continuous, undulating vine of eternal 
reproduction. the chain of. samsara, the indestructibility. of life 
surrounding the inner presence of the god. (25 


Man tries to assimilate himself with the world, cosmic or universal soul 
and also with women through the bliss of sexual union. There are the 
mundane desires that man endeavors in the forms of spiritual and material 
quests. Art reflects these desires. Erotic is one of the modes of 
representing these desires. Nepali art fulfils these aspirations and 
sensibilities in temples, paintings and monuments. 


The woodcarvings on tundal, supporting roof rafter, on the temple 
of Shiva at Kathmandu Durbar Square are erotic. Since the temple is 
religious place, the greater part is sacred but the smaller part is erotic as 
usual. The erotic images are at the bottom of the tundal. Then, there are 
semi human beings, who are praying and meditating. The top of tundal 
consists of a deity. Thus, there are three levels of depiction. Such 
arrengement may suggest that the erotic images at the foundation are 

S 


synibolic of the stag f life: physicality or sexuality in terms of 
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realization of mundane necessities, religion in terms of faith and devotion, 
and ultimately the supreme god above, in terms of the spiritual protector 
himself. They complement one another. So, both are essential for giving 
meanings to different aspects of life which in general terms look 
completely opposites. 


Thus, the erotic seems to carry aesthetic significance in Nepali 
paintings and temples. The erotic is always an.ancient theme which has 
been treated frequently by artists. The erotic becomes the procreative 
symbol in Nepali art, without which the dynamism of art would probably 
be incomplete. | 
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Dual Concept of Teej: Purifying Female Sexuality and 
Celebrating Womanhood 
- Renu Thapa 


Sex is a ubiquitous characteristic of human society and it is a 
biological-construct. However, gender is a cultural construct and it has 
been made a category of social inequality. Sex inequality indicates a 
condition of labeling an inferior status to women to that of men. Though 
sex discrimination is a common phenomenon irrespective of religion, 
culture and society, types and forms of inequality vary according to the 
normative structure and level of progress of a society. Women’s role and 
their images have been developed not just from the exigencies of biology 
and social situations, but they are deeply rooted in myths, legends, culture 
and religion. Women constitute more than half of the population in 
Nepal. The role and status of women in Hinduism and Buddhism are high 
and respectful. The story of creation in Hindu myth mentions that woman 
was born within herself as a part which should unite with other half, the 
union of the two magnetic opposites, that is male and female (Majupuria 
I). No doubt, the cultural picture of female in Nepal is favorable as 
women are regarded to be earthly manifestation of Kuli, Queen of gods 
and goddesses. However, socio-economic status of Nepalese women 
counteracts the cultural background. - 


Teej is a cultural festival widely celebrated by most of the Hindu 
Nepali women which carries ambivalent significance. The Teej-Rishi 
Panchami rites consist of two closely related festivals of fasting and ritual 
purifications.On the one hand women feast on deliscious food before the 
day of fasting, adorn themselves with best red garments and ornaments 
and share pangs of sorrows, oppressions and happiness through songs and 
dances. On the other hand Teej is meant to ensure the long life of one's 
husband, while Rishi Panchami is meant to purify women from the 
possible sin of having touched a man during their menstrual period. On 
the day of Teej itself women reenact the famous fast of the goddess 
Parwati, who performed austerities to obtain Shiva as her husband. The 
story is a part of the traditional puranic corpus of the Saivite mythology. 
The mythology of seven Rishis and their wives conveys the belief that 
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: tv ic destructive to a man’s physical and 
sexual love and women's sexuality is destructive to a man > pii T na 


spiritual well being. "Women are powerful. demanding, seductive and 
ultimately destructive" (Bennett 220). 

Teej is directly related to women's sexuality espec EU 
menstruation. Anthropology provides evidence that religious and Iterans 
myth attests to the patriarchal convictions about women. In fact, to 
consider women's sexual functions as impure is worldwide and persistent. 
The event of menstruation is largely clandestine affair and the social 
effects of stigma attached most have great effect on the female ego. In 
some community there is a practice of isolating the wornen in dingy huts 
and cow sheds throughout this period. There is considerable evidence 
that such discomfort that women suffer during this period is more 
“psychosomatic rather than physiological, and cultural than biological" in 
origin (Millett 47). Patriarchal circumstances and belieis seem to have 
the effect of poisoning the females own sense of phvsical self considering 
it as a burden as it is defined and said to be. According to the myth, the 
Rishis in their role as gotra founders represent the continuity. 0 the 
patriline and institution and the claim of each individual lineage to purity 
of descent. Whereas the wives of the Rishis. with their distracting 
sexuality, their own unsated sexual demands and eventual unfaithfulness 
delude the Rishis and hinder them in their spiritual persuits (Bennet 22). 
The Rishis’ wives like their husbands, are supposed to be paragons of 
virtue and restraint. Wendy O' Flaherty comments that “the ascetic 
tradition, based as it is upon a profound misogyny, is quick to challenge 
the chastity of any women and is, therefore. suspicious of the wife of the 
forest dweller” (80). There are numerous Hindu myths, wherein thev 
explain the loss of chastity, even in thought or by accident on the part of 
the sages’ wives cause the sages to lose their power both physical and 
spiritual which they had attained through their arduous austerities 


On the one hand, 7eej.defines women's sexuality as profane which 
needs purification, that doesn't apply to males. On the other hand, it is the 
occasion for a lavish gift of food and clothes that is exchanged among 
each other. Most of the modern women take it as the celebration of 
womanhood. Similarly the laughing. singing and dancing at Teej 
represents a complete reversal of the Hindu ideal of womanly behavior. 
A girl shy and embarrassed is to praise highly. Dancing is considered 
erotic and prohibited in Brahmin-Chhetri culture. However in Teej the 
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i | hiva temple. “The display of erotic side of 
emale jain IS only permissible in Teej, because it is held in check by 
the Strict purifying fast which the women are undergoing for the welfare 
of their husbands” (Bennett 225), Similarly, Nepali women undergo the 
Teej-Panchami rituals as they have accepted the restrictions placed on 
them by the dominant, ascetic and patrilineal ideology of Hinduism. As 
to state R. W. Connell in her book Gender und Power it is the hegemonic 
masculinity of Nepali society that implies the maintenance of practices 
and rituals to institutionalize men’s dominance over women that contains 
openings towards domesticity, violence and misogyny (I86). In this 
mechanism women do not feel oppressed but rather most Nepali women 
find it fit between hegemonic masculinity and emphasized femininity. 


It is true as Lynn Bennett has analyzed in her text Dangerous 
wives and Sacred Sisters that “one of the most powerful and pervasive 
symbolic structures concerning women is the set of meanings attached to 
the female body" (24). There is striking evidence in the Hindu attitude 
toward menstrual blood - the central psychological symbol of female 
sexuality. In Brahmin - Chhetri culture menstrual blood is a strong source 
of pollution particularly to males. «fes a Nepali woman's 
menstrual experience, “we become H CRIS) during three 
days of period. The idiomatic term । oso ont touching or Para 
sarne. Orthodox women generally in rural community. and even in urban 
areas do not enter the kitchen, do not ०] and comb their hair, do not touch 
adult men and plants and sleep in a downstairs room. Thus menstrual 


| 4 GELIG 8 | 


periods is strictly observed. 
g menstrual blood to be polluting is justified by 


K 


Considerin | | 
ding to the myth, Rishi Panchami Vrata Katha: 


myth/puranas. Accor 
Indra, the king of gods sought help from Brahma to purify himself 
from heinous sin of killing a Brahmin. And Brahma helped Indra 
by dividing the sin in four parts, कलर age into four different 
places, the first fell into the flames of fire, the second into | the 
river, the third on the mountain, and the fourth into the menstrual 
blood. And that is why women should menstruate. Women 
should set themselves apart, and this is a command of Brahma. 
Hence in order to destroy the sin, it is necessary tosundertake the 


fast of Rishi Panchami. (Bennett 25+26) 
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Women being a victim of not her own doing but male 5 doing is 
justified as they (women) are lower than men. However this counecton Is 
arbitrary. And "the structural message of the myth is that menstrual blood 
too is basically a good thing, but owing to human weakness (i.c, Zndra s 
violent crime), it must be regulated" (2I7) but this has been a handy tool 
for most of the male supremacist cultures to fashion their prejudices. And 
women too, through socialization, have internalized it. 


The concept of the.female in Hinduism presents an important 
duality. The nature of Hindu Goddess is associated with women. There 
are two major categories into which the myriad manifestations of the Devi 
(Goddess) are the terrifying, destructive forms and the gentle, nurturing 
forms. The gentle side of the Goddess is represented by Uma and Laxmi 
The gentle aspect is characterized by pure, devoted wife and nurturing 
mother. Whereas Durgo Kali is associated with blood and potential 
destructiveness, Uma/Parvati seems to contain with the extremes of 
asceticism and eroticism. However Durga is chaste warrior-virein closely 
linked with purity and asceticism. Thus both aspects of the Goddess are 
linked to female sexuality. Accot ding to Hindu Pantheon the benevolent 
goddesses are those who are properly married and who have transferred 
control of their sexuality (power/nature) to their husbands Symbolically 
a woman Is à part of her husband, his half body. Susan Wadlev States if 
female loses control of her sexuality by transferring it toa m 
portrayed as benevolent. And this is the roles of wife good, benevolent 
dutiful and controlled. And the aspect ol Goddess is controlling hei 
sexuality. Kali, the Goddess is powertul, destructive and malevolent (28) 
Hence the dual character of Hindu female's essential nature (sakti and 
prakriti) provides a background for understanding the role models for 
women in Hindu South Asia: Teej fasting gives Impetus to the prevalent 
Hindu belief in the devotion and dedication in w ites part for the 
prosperity and longer life of the husband 


an, she is 


The wifely role is preeminent in Hinduism. There are other roles 
but they provide expectation for possible behaviour Ram 


| amayana shows as 
regarding Sita's existence, the best 


of wives will worship their husbands 
even when abused. There is duality within the female roles of 


mother. The norms for mother are less explicit thaa those of w 


wife and 
ives. It is 
aid. A goddess is 
IS one of subordination. 


the mothers who are worshiped for their protection and 
never called wife because the wifely role 


Is 
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fl n y duti — The strong hold of tradition and mythology on 
tye Sepai subconscious cannot | e undermined Nepali people tend to 
perceive history as of flow mg lay ers of past and present the past has a 
living presence that serves comtemprory need Nepali society simply 
accepts the validity of the past without questioning too deeply its socio- 
cultural rationale. This has shaped the world outlook of Nepalis which is 
sentimental. emotional and melodramatic rather than pragmatic and 
utilitarian. The society talks of an ideal past and myth where women 
were equal with men and no discrimination was visible. But such an 
unreal vision ignores the Sno and Draupadi who are the protagonists of 
idyllic age The myth denuded reveals a pattern of unequal prescription 
Sita doesn't merely follow Rema into the forests but has to prove her 
chastity after being rescued from Ravana Similarly Draupadi is pawned 
ina game of dice, which is a clear indication of her status as a dispensable 
commodity possessed by the five Pandava brothers to whom she is 
married Sira and Draupadi heraid an ongoing tradition of long suffering 
women whose real heroism is overlaid with the message of devotion and 
service to thew husbands These qualities are glorified that regards 
martyrdom as preferable, desirable, virtuous and imperative, The hindu 
ntual of Teej for women is an example of chowing fidelity, devotion and 
dedication towards husband which is not necessary for male. 


Female body and female sexuality are taken in denigrated manner 
in Nepali social spectrum in every known society, women are ident ified 
as being closer to nature than to cu ure. Every culture devalues nature as 
strives to mse above M (nature) through mastery. And women become 
svmbolic of an inferior because w oman's body and its functions place her 
shinee ६0 nature. Her body and its function are c onsidered to be at a lower 
order and sn tum they give her a different psychic structure (Lerner 25). 
Feminist theorists and anthropologists strongly object so-called 
universality of women's denn fication with nature. They challenge the 
CIMCON si an unchanging an immutable dichotomy between male and 
female. When body ts viewed through conventional biological taxonomies 
the sexual difference ४ taken for gramed as the inherent qualities. of the 
corporcel. And thus M is] astified that male and female bodies fita 
universal category. Fenunists condemn the male strategies of linking of 


the femine to 3 body, specially the female reproductive process, to bc 
५७ and Janet Price argue that the devaluation of 


unreisable Margrit | 
of female has put the women in the conventional 


the reproduction process 
i" 


Scanned with CamScanner 


Mun cc c SE eee — 


JOURNAL OF FINE ART CAMPUS TNL OF TINE ART CAMPUS Vot. l(StrremetR20l4) — — ——— ] (SEPTEMBER 204) 


masculinist imagination. lt regards female body not only inferior whose 
civil and social subordination is both inevitable and justified but also the 
object of fear and repulsion (2). Rishi Panchami ritual of washing and 
purifying women's body reflects how female sexuality is considered 
vulnerable and inferior. 


Young and educated women are no exception to take fast for noble 
cause. They take up a fast for a whole day on Teej and Rishi Panchami 
for their husbands. On the one hand they are still following the ritual, 
Propounded by men’s revealed religion. On the other hand the : 
significance of Teej has attained the modern version that most of the 
educated women these days take it as the celebration of womanhood. 
Likewise in rural area it is working as a silence breaker to express their 
pain, suppression and awareness for women's equality through songs and 
dances. Hinduism has pondered much into women power than any other 
faith or religion but practically women have still to go a long way to gain 
‘equality in this community. Veda glorifies women’s power equating it to 
nature and positing her above men. Nepali women's position is 
ambivalent. Ritual and cultural rites apparently speak of women's. 
subservience to the males. Almost in all societies social values. mores, 
norms and laws are male construct. ७० is the case in Nepal. Despite the 
diversities in caste, creed and culture in Nepali society, the male principle 
and othering of women is common base of all social Structures. ' UP 


Gerda Lerner in her book 702 Creation of Patriarchy, states that 
like men, women have been always actors and agents in history. Women 
have been and are central, not marginal to the making of society and to 
the building of civilization. Since women are half and sometimes more 
than half of human kind, they have always shared the world and its work 
equally with men. They have preserved cultural tradition and collective 
memory. But history making or historical creation that dates from the 
invention of writing in ancient Mesopotamia has been made by male. The 


. large quantity of guilt is attached to female sexuality in patriarchy, which 


is culturally culpable. The tendency of the reification of the female makes 
her a sexual object. Woman is stil] denied sexual freedom and biological 
control.over her body through the cult of virginity, the double standard (4- 
54). . Besides purifying their sexuality through the ritual. of bathing, 
washing their hair and clothes on the fourth day of every menstruation, 
Teej-Rishi Panchami is hindu cultural rites directed at the purification of 
menstrual pollution through symbolic forms. | 
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Hindursm has pondered much into women power than any other 
faith or religion but practically women have still to go a long way to gam 
equality in this community. Veda glorifies women's power equating % to 
nature and positing her above men. Nepali women's position is ambivalent. 
Ritual and cultural rites apparently speak of women's subservience to the 
males. The festival Teej- Rishi Panchami includes two goals through strict 
fasting and the rigorous bathing respectively, to ascertain the long life of 
husband and to cleanse and purify their sexuality. As the ambivalent 
essence is expressed toward menstrual blood, one connecting it with 
fertility and procreation, and another with the grave sin of Brahmin murder, 
Teej- Rishi Panchami rites have dual aspects. Through purificatory fast, 
even not taking water for the whole twenty four hours women show their 
patience and devotion to prove themselves an ideal Hindu wife praying for 
long life and well- being of husband to lord Shiva. Performing Rishi-puja 
especially Arundhati, * who controls her erotic nature which surfaces so 
dangerously during menstruation" (Bennet 228), is committing and rearing 
a faith on fidelity. However tough the ordeal of Teej- Panchami ritual is, the 
romantic aura of special food, best attirement, jewelries and make-ups, is 
the flip side of this festival. The sense of togetherness among the friends 
and peer group in the natal home balms the nostalgic moments of past 
childhood days. The symbolic forms of performance in Panchami always 
remind the frailty and vulnerability of feminine sexuality. Whereas the 
day’s freedom to adorn themselves, to giggle, to chatter, to voice their 
grievances through songs and dance make them forget the hardships they 
undergo in their life and celebrate the womanhood. 
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Music in the Mahabharata 


- Bhabin Dhungang 
———————————M 





Introduction 

The Mahabharata is an ancient Hindu epic, which consists of | 
books. Originally it was said that the Mahabharata consisted of 24000 
verses. Additions were made through the passing of time and the verses 
reached up to !00,000 in number. The date of the compilation of the 
Mahabharata is roughly given between 500 B.C. and 450 A.D. This great 
work is attributed to sage ‘Vyasa’. The Mahabharata is about the great 
war that took place between the kauravas and the pandavas. It is the 
foremost source concerning classical Indian civilization and Hindu ideals. 


Music in the Mahabharata: | | i. 


The Mahabharata does contain some references to music, but the ~ 
amount is significantly less. This may in part be due to the fact that it was 
an age of conflict and war. Through history, we see that musical and é, 
artistic advances often take place during times of peace and prosperity. At ü 
Present, there is sufficient evidence found in this epic, showin the 
importance of music and the prominent place it held in the lives of people. 
dn the Mahabharata period, music is mentioned under the name of 
| "Gandarva' which included Geet, Vadan and Nartan. According to the 
author of the Mahabharata, the seven notes of music are in expansion of 
‘Shabd’, which is a characteristic of the sky. The sound of musical 
| instruments like Patah, Bheri and Mridangam was also considered to be 
_ the expansion of ‘Shabd’. The seven swaras are accepted as they are from - 
| the- Vedic period. In the Mahabharata, they were considered to be the . 
same. / ~ | | | 
Geet, Nritya and Vadya: | 


In the Mahabharata period, Narad has been mentioned as the 


रू 
‘ - . 


_ Acharya of Gandarvas (the term Gandarva has also been used for 
. Musician). Atibhu, Haha, Huhu and Tumburu were the most eminent 
22°: 
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among the Gandarvas. Not only were the Gandarvas experts in singing, 
but they were also excellent in playing the Vadyas and performing Nritya. 
We get a reference which tells that Arjuna had learnt the art of music 
(vocal and Instrumental) and Dance from gandarva Chitra sen. It is said in ° 


_ the Sabhaparva that the apsaras also had knowledge of Geet, Nritya and 


F 


f 


Vadya. We get a reference which tells that Matsya Raja had built an 
institution where Geet, Nritya and Vadya were taught and learned. . 


During the time period in which the Mahabharata was written, 
many of the common folk had extensive knowledge of sangeet. Those 
people who had good knowledge of Geet, Nritya and Vadya usually had a 
high status in society. Music had a very prominent position in that period. 


Music at Occasions and in Daily Life | 


Music had an important place in the life and society of the people 
living in the period of the Mahabharata. Almost every occasion was 
made colorful with Geet, Nritya and Vadya. 


Music had important place in the Yajna ceremonies. It is 
mentioned, in a sloka that Gandarvas-Narad, Tumburu, Vashwadesa, 
Chitra Sen were present for the Ashwamedha yajna performed by 
Yudhisthira. At the time when Arjun received his lakshya, as stated in the 
Adi-parva, Vadakas played various instruments. Also Gayakas sang the 
tunes of the Veena as Nartakas performed their dances. Music was played 
on the various occasions like the birth of Parikshit, at the time of 
subhadraharam. Arjun was welcomed in Indra sabha with music and 
dance. Gandarvas like Tumburu played veena and sang to the 
accompaniment of veena and apsaras like Menaka, Rambha and Urvashi 
danced. In daily life, people used to be awakened in the mornings with the 
sounds of sweet music. | | 


"Sashastra Gayan: there is also a reference of Gandarvas and 
Kinnaras presenting Sashastra Gayan at the command of Rishi Tumburu. - 


The System of Murchhana 


The system of murchhana was also in vogue and various swar- 
combinations were created on the seven strings of Veena which used to be 
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tuned in the seven pure notes. There is a mention of murchhana of 


2 $ 


Gandhara. 


Chhalikya Gaan | 

| There is also a reference to Chhalikya Gaan, a type of Gaan 
presented with an accompaniment of the instrument Veena, Hallishak, 
Lute, and Mridang.. 
Instruments ` 


A number of. instruments have been mentioned in the 
Mahabharata. In dronaparva, we find a reference to the following 
instruments: | 


Avanadya (drum instruments): Mridanga, Jharjhara, Bheri, Panava, 
Anaka, Adambara, Dhundhuvi etc. 


Sushira Vadya (Wind Instruments): Sankha, Venu and Gomukha. 


Tata Vadya (stringed instruments): Vina (The vina of this age had. 
seven strings). ' ! JE. 
^: |. „Ghana Vadya (percussion Instruments made of wood or metal, 
solid instruments): Kansya (it was a cymbal). 


यी : Vedagana: In this period, the Vedas were always sung therefore 
showing the connection with religion and singing. The word Samagana 
appears at many places in the Mahabharata. Besides this, the word Gatha 
has also been referred to - quite frequently. The geet which ` Was 
traditionally sung ‘for the Raja, Veer or senior personality is known as 
‘Gatha’. Stutis; Stobhas and Gathas were recited at th 
occasions and Yagnas. These occasions “w 
Nritya and Vadya playing. - 


e time.of spiritual 
ere incomplete without Geet, 
न Es à We, therefore, find that music was attentively practiced during the 

‘period of Mahabharata. Tt had an important place in the life of the people. 
| It was a respectful art form in the society, | 


शः 
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समसामयिक मूर्तिकलाका आयामहरुको संक्षिप्त विवेचना 


- ताराप्रसाद ओभा 


| TA 
Cr AS a Ae 


' समसामयिक मूर्तिकलाको विवेचना गर्नुपर्दा प्राग ऐतिहासिक प्राप्त 
मूर्तिहरुदेखि क्रमशः हालसम्मका अवस्थामा आएका विभिन्न आयामहरुको विवेचना 
गनु सान्दर्भिक हुन्छ । आजका विभिन्न आयामहरुको विवेचना गर्नु सान्दर्भिक हुन्छ । 

आजको २१ औँ शताब्दिसम्ममा आइपुग्दा मूर्तिकलालाई यहाँसम्म ल्याई पुर्‍्याउन 

` ` विभिन्न कालखण्डमा भएका विभिन्न प्रयोग, वदलिँदो समय परिस्थितिका साथै ज्ञान 
विज्ञान, सूचना, सञ्चार तथा प्रविधिको विकास नै महत्वपूर्ण आयामहरु रहेका छन्‌ । 
समसामयिक मूर्तिकलामा आम परिवर्तन ल्याउन प्रथम र दोस्रो विश्वयुद्धका प्रभाव 
पनि एक महत्वपूर्ण तत्वको रुपमा लिइन्छ । उक्त अवस्थामा कलाकारको मानसिक | 
आवेश, वितृष्णा, घृणा, युद्धको विभिषिकाले ल्याएको अवस्था र सोचको कारण पनि 
एक महत्वपूर्ण आयामको रुपमा हाल सम्म पनि आफ्नो सत्ता कायम गर्न सफंल हुन 
पुगेको कुरा इतिहासमा सुरक्षित छ । कक 


समसामयिक मूर्तिकलाको चचां गर्नुपूर्व समसामयिक मूर्तिकलाको 

विराटतालाई परिपोशित के कसरी भयो? यसका मूल कारकतत्वहरुको खोजबिन हुनु 

जरुरी छ। तसर्थ यी कारक तत्वहरुको खोजविन गर्ने क्रममा हामीले कली 

इतिहासलाई केलाउनु अति आवश्यक छ। मलाई लाग्छ हालसम्म मूर्तिकलाको 

क्षेत्रमा कुनै आमुल परिवर्तन गरी नौलो प्रयोग भएको पाउन कठिन प्राय Bl 

यसलाई Use पंक्तिमा भन्नुपर्दा परापूर्वकालमा विजारोपण भएको कला विस्तार 

विस्तारै विभिन्नकाल खण्डमा त्यसमा परिष्कृत पुनरावृत्ति हुँदै आएको छ। अतः 

मूर्तिकलाको अवस्थालाई अध्ययन गर्न प्रागैतिहासदेखि . मूर्तिकला इतिहासको 
सिंहावलोकन गर्नु अत्यावश्यक छ, जसले गर्दा आजको अवस्थामा पुगेको कुरा 

जगजाहेर हुन्छ । | : " 

` मूतिकलाको उदय मानवको उंदय सँगसँगै भएको कुरा इतिहासले बताउँछ । 

“ मनव मष्तिस्के जिज्ञाशु र चञ्चले स्वभावका कारण केही न केही काम गर्ने 

. कारणले गर्दा सृजनात्मक. काममा शुरुदेखि नै अभ्यस्त रहेको पाइन्छ d सिर्जित प्राप्त 

` ` hem प्रागैतिहासिक काल खण्ड ४०,००० देखि ३५, 000 इ.पू समय दिइएको : 
: _होलफेन्स भेनस्‌ नामक मूर्ति मानिन्छ ! त्यस्तै यूरोपका विभिन्न स्थानमा प्राप्त 

Eo 25: : 
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, भएका निवस्त्र नारी मूर्तिहरु ढुङ्गा, हस्तिहाडवाट निर्मित, मूर्ति रचना हेदा शास्त्रीय 


नियमबाट अघि बढेर आधुनिककाललाई संकेत गरेका छन्‌ ।ती निर्मित मृतिहरुको 
रचना प्रक्रिया सांकेतिक र विम्बात्मक रुपबाट प्रस्तुत गरिएका छन्‌ । कोलिएका 
ठूलाठूला स्तनले नारी प्रजनन शक्तिको घोतकका रुपमा संकेत गर्दछ र १९ औं 
शताब्दिमा कलाकारहरुको महत्वपूर्ण प्रभावतत्वका रुपमा प्रतिस्थापित हुन पुग्छ । 
उदाहरणका -रुपमा १९ औं शताब्दिका एक प्रख्यात मूर्तिका ग्यास्टोन लाचाइसेको 
निवस्त्र मूर्ति Standing Woman ]932 को धातु मूर्ति रचनासँग तुलना गर्न 
सकिन्छ । त्यस्तै हेलेन्टिक कालिन Artemis of Ephesus धातु र अलावास्टरवाद 
निर्मित कृतिमा पविताझै लटरम्म झोलिएका स्तनहरुले पनि नारी प्रजनन शक्तिलाई 
संकेत गर्ने प्रागैतिहासिक मूर्तिहरुको प्रभाव त्यस कृतिमा छर्लङ्ग देख्न सकिन्छ । 
त्यसैगरी इतिहास विज्ञले २७५० ई.पू देखि १५०० $y समय दिएका इइल्याण्डको 
साल्सवरी, मैरानमा मेगालिथिक मनुमेन्टस्‌ Stonehenge ले आधुनिक कालका 
आकृति रहितका साथसाथै इन्स्टलेसन कलाका साथसाथै मनुमेन्ट मूर्ति सृजनाको 
निधि वन्त पुगेको छ । ती ज्यामितीय आकारका मूर्तिहरुले १९ औँ शताव्दीका कला 
महारथी कन्स्टेन्टाइन ब्राडाकृसीको The kiss कृतिको निर्माण शैलीको झल्को 
दिन्छ । नवपापाण युगीन हामाडजिया संस्कृतिका, ३५००-३००० ई.पू को क्रचिब्ग 
मेल फिगर कृति आमरुपमा थिडूर कृति सृजना गर्न रोडीन जस्ता आधनिक 
मूर्तिकारहरुको प्रेरणाका स्रोत बन्न पुग्यो । १९ औं शताव्दीका प्रसिद्ध मूर्तिकार 

कन्सटेन्ट ब्राङकुसीको कृति Mademoiselle P ogany मा अफ्रिकन प्राचीन, मर्ति 

Mbangu Mask को प्रभाव तत्वहरु मिश्रित भएको देख्न सकिन्छ । सन्‌ १९५६ का 

आधुनिक मूर्तिकार. Frits Wotruba को Raised Arms वलनाकार धातु मूर्ति २४०० 

वर्ष अघिको ग्रीक शास्त्रीय शैलीमा पोलिक्लिटस द्वारा सिर्जित ४२० बि सी. को मर्निं 
Diadoumenos बाट प्रभावित भई cylender form लाइ केद गरी रचना गरेका 
छन्‌ । १९ औँ शताब्दिका आधुनिक. मूर्तिकलाका महारथी मध्यका एक उम्वारो 
बोकियोनीको प्रशिद्ध कृति Forms of Continuity in Space सन्‌ १९१३ मा निर्मित 
धातुमूर्ति रचनामा हेलोस्टिक मावल मति Ni ke of Sam ot hrace को रचनाका 
तत्वहरु बाट प्रभावित भएको पाइन्छ । 


विशेषतहः अफ्रिकन प्राचीन मूर्तिहरुको अध्ययनबाट १९ औं शताव्दीका 
प्रसिद्ध चित्र तथा मूर्तिकार, पाब्लो पिकासो लगायत अर्का क्यूविष्ट कलाकार वराँक 
प्रभावित भई कैयौं कृति सृजना गरी विश्वप्रसिद्ध हुन सफल भए । 


पाश्चात्य कला संस्कृतिको धरोहरको विकासक्रम मा तुलनात्मक रुपमा 


उत्कृष्ट कला सृजना प्राचीन ग्रीक कला सभ्गतालाई “लिइन्छ i ग्रीककला शास्त्रीय 
शैलीका रुपमा विश्वप्रसिद्ध छ। यद्यपि पूर्वीय तथा दक्षिण पूर्व एसिया लगायत 
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अफिकाको कला संस्कृति पनि निकै धनी नभएको होइन तथापि कलाको इतिहासमा 
पाश्चात्य कलाको व्याख्या गर्दा ग्रीक शास्त्रीय कला हेलेनेस्टिक कालका साधै रोमन 
कलालाई विशेष रुपबाट लिइन्छ p पाश्चात्यकलाको वृक्षारोपण पनि प्राचीन 
इजिप्टको सभ्यता संस्कृति र कलाबाट नै परिस्कृत हुँदै सर्वोच्चता कायम गरेको 
यथार्थता हो । यहाँ माथि नै उल्लेख भइसकेको छ कि प्राचीन कलाको प्रभावबाट नै 
कैयौँ मूर्तिकारहरुले आफूलाई परिस्कृत गरि आधुनिक कलाकारका रुपमा स्थापित 
गराएका कैयौँ उदाहरण प्रस्तुत भएवाट पनि पुष्टि हुन्छ । 


`. _ पाश्‍चात्य कलाको शुरुआत प्राचीन ग्रीक १६,००-११०० वि.सी.इ विभिन्न 
चरणहरु पार गर्दै कला उत्कर्ष विन्दु ४४७ देखि २० वि.सी.ई मा पुगी शास्त्रीय र 
हेलेनेष्टिक कालको रुपमा इतिहास रच्न सफल हुन पुग्यो । त्यसकालका सर्वाधिक 
चर्चित मूर्तिकारहरमा फिडियस, माइरोन, पोलिविलटस्‌, प्राक्सिटेलस्‌, लाइसिपोस 
आदि मानिन्छन्‌ । तत्कालिन. समय अवस्थामा त्यहाँको संस्कृति र परम्परावाट 
जीवन्त. तुल्याउन विश्वकला इतिहासमा चमत्कारी परिवर्तन ल्याए । ग्रीक शास्त्रीय 
कला करिब ४५०-४०० इ.पू. अवधिलाई मानिन्छ यो कालखण्डलाई स्वणयुगका 
` रुपमा लिइन्छ । यसकालमा ग्रीक कलामा संस्कृति तथा बौद्धिक अभिव्यक्ति प्रस्तुत ` 
भएको. थियो ठूलठूला दार्शनिक साहित्यकारहरुको अनुपम बेजोड संगमले गर्दा 
आदर्शवादी सोच विचारबाट ओतप्रोत गराइएको भाव झल्काइएको छ । शास्त्रीय 
शैलीमा विशेष गरी युवा खेलाडी तथा नारी युवतीहरुको शारीरिक सुसंगठनलाई . 
मनमोहक र जीवन्त तुल्याए । हेलेनेस्टिक कालमा बनेका मूर्तिहरु प्राकृतिक र c 
यथार्थपर॑क ढंगबाट बेजोड रुपमा भावभंगीमा प्रस्तुत गरिएका कयैन्‌ मूर्तिहरु, सिर्जना 
गरिए र आज विश्व कलामा आफ्नो वर्चश्व हालसम्म पनि कायम -गरेका छन्‌। ती 
कलाकतिहरु नै समसामयिक कलाका विम्बका रुपमा. स्थापित हुन पुगेका छन्‌ । 
जसको वयान यस अघि नै विश्लेषण भइसकेको ds] हाल. आएर YO ऑ र २१ ओँ 
शताब्दीमा Supper realistic र Hyper realistic कलाकी जन्म हुन पुग्यो र आजको 
` अत्याधनिक युगमा समसामयिक कलाका रुपमा स्थापित भएको. कुरा सर्व विधिते 
a -मूर्तिकलाका विभिन्न कालखण्डको अन्तरालमा विभिन्न प्रकारबाट नौलो प्रयोग 
र खोजविन हन थाल्यो किनकी शैली र परम्परालाई पहिलेभन्दा पृथक मानी ग्रीक र 
 हेलेनेष्टिक पछि रोमन कालमा शास्त्रीय कलाभन्दौ पृथक पार्न यथार्थवादी शैलीलाई 
पछ्याइयो र व्यक्ति मूर्ति निर्माण गर्ने परिपाटी स्थापित गराइयो । १३ औँ र १४ औँ 
शताब्दीमा धर्म प्रचार अर्थात इशाई धर्ममा आधारित जिजस क्राइस्टको जीवन | 
दर्शनले व्यापक रुपले छायो । जुन युगलाई रोमनष्क र गोथिक कलाको रुपमा 
स्थापित भयो । त्यस पछि अर्लि इटालियन. आर्टका. रुपमा मूर्तिकारहरुले क्राइस्टको 
जीवन लिला नै मूर्तिकलाको विषयवस्तु भयो मदरमेरीका र उनको जीवन दशनका 
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आधारित मूर्तिहरु निर्माण गर्ने क्रममा १५ औँ शताब्दीसम्म माइकल एन्जेलोको 
कालसम्म यधावत्‌ चलिरह्यो । केहीहरुसम्म हाइरेनेसामा पात्र धर्मपरक भएता पनि 
प्रस्तुतीकरण, भावोक्तिमा प्राकृत्य तथा यथार्थपरक ढंगवाट प्रस्तुत गर्न थाले | 
गोथीक युगलाई कलाको अन्धकार युगबाट पुन: फेरी कलाको रेनेसामा पुनः जागृत 
भई हाई रनेसा युगमा उच्चता हाँसिल गरी माइकल एञ्जेलो विश्व प्रशिद्द 
मूर्तिकारका रुपमा प्रख्यात हुन पुगे । हालसम्म: पनि एञ्जेलोका मूर्तिहरुको ख्याति 
यथावत्‌ ने छ। उहाँले पनि आफ्नो कलालाई परिस्कृत गर्न शास्त्रीय देखि अलिरेनेसा 
सम्मका मूर्तिकारहरुको शैली र परम्परा ने प्रभाव तत्व ग्रहण गरि आफ्नो शैलीलाई 
परिस्कृत गरि सर्वोच्चता हाँसिल गरे। हाईरेनेसा पछि १६ औँ शताव्दीमा 
म्यानारिजमका युगमा वीरतालाई प्रस्तुत. गर्न वीर रसपुर्ण भावमा योद्धाका प्रतिमा, 
शाषक वर्ग, अभिजात वर्गका साथै सार्वजनिक .स्थलमा फाउन्टरेन आदिको रचना 
गरिएका मूर्तिहरु राख्ने प्रचलन चल्यो जसको प्रभाव तत्व रोमन र शास्त्रीय 
कलालाई ने जान्छ । तत्कालीन मूर्तिकारहरु वेनभेन्यूटो सेलीनी, जियाम्वोलोगना, 
प्रख्यात मूतिकार मानिन्छन्‌ भने अर्का मूर्तिकार फ्रान्सिस्को प्रिमाटिसियोले 
म्यानारिजमको शैलीलाई अक्षरस: पालन गरी लामा लामा अस्वभाविक खाले 
म्यानारिज्म शैलीका मूर्तिहरु सृजना गरेका छन्‌ । १७ औँ शताव्दीको बरोक कालमा 
पनि इसाई धर्म दर्शनको, प्रभाव देखिन जान्छ । क्याथोलिक चर्चहरु सजिसजाउ गर्न 
तत्‌ सम्बन्धी कलाकृति सृजना हुन थाले जसमा १७ औँ शताब्दीका सर्वश्रेष्ठ 
कलाकार जियानलोरेन्जो वर्निनी हुन । उनका सृजना" धार्मिक भावनाले ओतप्रोत ' 
भएका भावहरुवाट आभिप्रेरित कृतिहरु निर्माण गरेका छन्‌ । उनको महत्वपर्ण कति 
Ecstasy of St, Theresa मानिन्छ । त्यस्तै अर्का मूर्तिकार, अलिसान्ड़ो अलग 
हुन्‌ । उनी इटालीयन कलावाट निकै प्रभाविक मूर्तिकार हुन्‌ । उनले संवेगात्मक 
भाव. ओतप्रोत भएको बराँक शैलीमा महत्वपूर्ण कृति Mile of Crotona Attacked 
by Lion मानिन्छ । १८ औँ शताब्दीको रोकोको शैलीमा फ्रेन्च आन्दोलन पश्चात 
शुरु भयो यो शैलीमा साजसज्जा, अलड्कारिक अप्रोचमा आधारित छ। यो शैली 
ave शैलीबाट प्रभावित रहेको पाइन्छ । यस कालका प्रमुख मूर्तिका जेन एन्ट्रोनी 
हौडन महत्वपूर्ण मानिन्छन्‌ । उनका कृतिमा जर्ज वासिङ्गटन, दार्शनिक भोल्टायर 
लगायत कैयौन प्रतिमा वेन्टर एण्डासमर नामक एक जोडी नेम्फ यवतीका मृतिं 
रचना गरेका छन्‌ । उनका मूर्तिहरु शास्त्रीय शैलीमा आधारित a छन | रोकोको 
- Mu ine wae aco on पनि प्रतिमाका साथसाथै 
औँ शताब्दीको उत्तरार्ध र १९ औँ शताब्दीको पर्व Fedin bn kate igi : 
नव शास्त्रीयवाद शैली । यो शैली रोमको pedis Mbps vila 
प्राप्त भएका प्राचीन ग्रीक तथा रोमन his i s ying dot 

मन मूर्तिहरुबाट प्रभावित भई त्यस शैलीबाट 
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| परिष्कृत गरी नयाँ सोच र विचारका आ धारमा नवशास्त्रीय वादको जन्म भयो | यस 

अन्तर्गत रहि सुजनाकार मतिकारमा एन्टोनियो क्यागेमा सफल विख्यात मर्तिकार 
हुन्‌ । उनका महत्वपूण कृति Cupid and Psyche, Hercules and Lichas महत्वपूर्ण 
मानिन्छन्‌ यसको साथै व्यक्ति मूर्ति पनि रचना गरेका ber sell: den 5 
१९ औं शताब्दी एक महत्वपर्ण त्वपूण आयामका रुपमा हेरिन्छ । यसै कालखण्डदेखि 
कलामा आमूल परिवर्तन आएको देखिन्छ । १९ औँ शताब्दिको पूवाध देखि उत्तरार्धमा 
विश्वका घटना-परिघटनाको परिदृश्य, औद्योगिक area ल्याएको मेसिनरी 
औजारले ल्याएको परिवर्तन नै तत्कालिन अवस्थाका कलाका औजार भए । यसका 
साथै प्राचीन कालिन विशेषतः अफ्रिकन मूर्तिहरु अन्य समयावधिमा रचित कृति पनि 
एक प्रेरक तत्वका रुपमा, विम्वात्मक रचनामा एककार भएको करा माथिनै उल्लेख 
भइसक्यो । १९ औँ शकताब्दीमा प्रख्यात मूर्तिकार सन्‌ १८०० मा जन्मेका .अगष्ट 
रोडीन एक कुशल बौद्धिक कलाकारका रुपमा चिनिन्छन्‌ । उनका मूर्ति रचनामा 
शिल्प र विचारको संयोजन बेजोड रुपमा प्रस्तुत गर्न सफल भएका छन्‌ । उनका 
प्रख्यात मूर्तिहरु fuge वाल्जाइकको प्रतिमा, र द किस, The Burghers Calais, 
The Gates of Hell प्रख्यात छन्‌- उनको विषयवस्तु निवस्त्र मानवलाई gag 
यथार्थपरक ढंगबाट प्रस्तुत गर्नेसँग सम्वन्धित भएको कला समिक्षकले उनलाइ 
वास्तविक मोडेललाई प्रत्यक्ष Cast गरी निर्माण गरेको हुन सक्ने अनुमान समेत 
गरेका थिए । उनका रितिफ मूर्ति तथा त्रिआयामिक The kiss सँगमरमर मूर्तिको 
शैली Gates of Paradise * Greek तथा रोमन कलाबाट प्रभावित भई रचना गरेको 

अनभति हन्छ । १९ औँ शताब्दीका अर्का मूर्तिकार गुस्ताभ भेगल्याण्ड हुन्‌ उनीले 
रोडीनसँग रहेर मर्तिकला अध्ययनका साथै ओस्लो तथा युरोपको विभिन्न ठाउंमा उँमा 
सङ्घर्षमय जीवन बिताएका थिए । उनका कृति विशेषत अलिगोरिक "qwe 
फिगरमा संवेगात्मक भाव प्राकत्य र सरल शैलीमा रचना गरिएका छन्‌ । उनले 
“Ul मानवाक्रेतिलाई नै सृजनाको मुख्य विषयवस्तु बनाएका छन्‌ । १९ औँ 
शताब्दीको अन्तरालमा यरोपका कैयौँ देशमा एउटा राष्ट्रले अर्को राष्ट्रमाथि अधिपत्य 
जमाउने क्रम यथावत -रुपमा कायम भएको थियो स्वतन्त्रताका लागि युद्ध भइरहेका 
थिए । १९ औँ शताब्दीका मूर्तिकार फ्रान्कुइस रिउडको : महत्वपूर्ण संगमरमरको 
रचनाः The Departure of the Volunteer रिलिफस्वतन्त्रताका प्रतिमर्ति शास्त्रीय 
यगीन पार्थे ननका फ्रिज रिलिफ मूर्ति रचनालाई स्मरण गराउद्छ | 


त्यस्तै अर्का मूर्तिकार फ्रेडरिक अगस्ट वार्थोल्डी एक प्रख्यात Timm 
रुपमा परिचित भए जब उनले अमेरिकाको न्यूयाकमा स्थापित ४६ " E 
_भिमकाय Statue of Library सन्‌ १८७० देखि 5० को दशकमा निमाण गर | T" 
कृतिले पनि स्वतन्त्रताको प्रतिमूर्तिले तत्कालिन अवस्थाका वातावरणलाई आत्मसात 
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गरेको भाव छर्लङ्गिन्छ । यस मूर्तिको रचना हेलेनिष्टिक कालीन प्रभाववोध गराउँछ | 


अर्का मूर्तिकार जेन बाप्टिस्टेकार पियुक्सका मूर्ति रचनाले पनि तत्कालिन 
परिस्थितिको द्योतकको रुपमा रचना गरेका हुन्‌ । प्रभाव तत्वका रुपमा शास्त्रीय र 
शैलीका साथै रोडीनको शैलीसँग मेलखान पुग्छन्‌ । २० औँ शताब्दीको पूर्वाधर १९ 


औँ शताव्दीको अन्त्यतिर सन्‌ १९१४ को प्रथम विश्वयुद्ध (सन्‌ १९१४ को प्रथम 


विश्वयुद्ध र सन्‌ १९३९ देखि १९४५ सम्म चलेको दोय्रो विश्वयुद्धले ल्याएको भयावह 
स्थितिले गर्दा कलामा पनि आमूल परिवर्तन ल्याउन महत्वपूर्ण भूमिका खेल्यो ।) 


यस अवधिमा युद्धमा भएको ज्याजति हत्या, आतङ्क, बलात्कार आदि 
कलाको विषयवस्तु बन्यो, जस्तो मूर्तिकार अर्नेस्ट वार्लाच को The Av enger 
अत्यन्त, आवेग पूर्ण आन्तरिक आक्रोसले परिपोषित धातु मूर्तिले दर्शाउँछ । cnm 
अर्का मूर्तिकार वलिम लिहमब्रंकको लम्बाकार शास्त्रीय शैलीका निवस्त्र मूर्ति 
Kneeling Woman र The Prayer रोडीनको मूर्तिबाट प्रभावित भएको मानिन्छ । 
१९औँ शताब्दीका चित्रकलाका महारथी पाव्लो पिकासोको चित्र झैँ मूर्तिकलामा पनि ' 
त्यत्तिकै सिद्ध हस्त मानिन्छन्‌ र उनले विभिन्न शैलीमा मूर्ति रचना गरेको पाइन्छ । 
विशेषतः उनी ज्यामितीय आकार Cubic आकारलाई लिएर थुप्रै चित्र र मूर्तिको 
रचना गरेका छन्‌ उनी पनि प्राचीन अफ्रिकन मूर्ति नै उनको सृजना प्रमुख प्रेरक 
तत्वका रुपमा लिइन्छ। ती अफ्रिकन मूर्ति मास्कको उनले विशेष अध्ययन 
अनुसन्धान र प्रयोग बाट आधुनिक युगको जागरण गराउने काम उनले गरे । 
पाश्चात्य कलामा एक नौलो आयाम सर्वप्रथम पिकासो र जजेज वराँकले कोलाज 
प्रविधिबाट आकृतिलाई विकृत पारी भ्रम पैदा गरी अमूर्त भावमा समायोजन गर्ने 
प्रचलन प्रचलित हुन पुग्यो जसले गर्दा चित्र कलामा पनि. त्रिआयामिक मूर्तिको भाव 
देखाउन सफल भए । धनवाद अर्थात्‌ क्यूविजमले कैयौं वारहरुलाई जन्म दिन पुग्यो 
र हालसम्म पनि केयौँ वादहरुलाई जन्म दिन पुग्यो र हालसम्म पनि हामीले त्यही 
वादको सेरोफेरोमा नै घुमिरहेका छौ भन्नुमा अतियुक्ति नहोला । २० औँ शताब्दीको 
पूवाधमा एलेक्जेण्डर आर्चिपेन्टो को कृति Woman with a fan को संयोजनमा 
आकृतिलाई विकृत पारी ज्यामितीय आकारमा नारीको शरीर रचना गरिएको छ। 
अका मूर्तिकार ज्याकुज लिप्चिज को Seated M an With Guitar कृति पनि चित्रमा 
ज्यामितीय आकारलाई कोलाज गरेझैं तह तह पारी आकार रचना गरिएको छ | 
हेनरी लरेन्सको कृति Am phion को मनुमेन्ट कृति शास्त्रीय शैली पच्छूयाई आकृति 
तोडमोड गरी रचना गरिएको छ | फ्यूचरिज्मका चर्चित आधुनिक मूर्तिकार qud 
वोकिमानीको प्रख्यात मूर्ति Unique Forms of Continuity in Space मृतिं 
हेलेनिप्टिक पखेटावाल नारी मूर्ति प्रभाव तत्वमा ज्यामितीय आकारलाई संयोजन 
आतंभाव रचना गरेका छन्‌ । २० औँ शताब्दीका पूर्वार्ध का चर्चित अमूर्त 
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मूर्तिकारका रुपमा कन्स्टेन्टिन व्रान्कुसीलाई मानिन्छ । ब्राडकुसीले ज्यामितीय 
आकारमा मूर्तिरचना गरेका छन्‌ । जसमध्ये वर्गाकार प्रस्तर | 


hr र आकारमा एक जोडीको 
जसमध्ये वर्गाकार प्रस्तर आकारमा एक जोडीको Kiss गरिरहेको आकारलाई विकत 


गरी वर्गाकार मै कुँदी रचना गरेका छन्‌ । सम्भवतः उहाँ पहिले रोडिनका 
सहयोगीका रुपमा काम गर्दा प्रभाव परेको हुन सक्छ । त्यस्तै अर्को धातु अण्डाकार 
(Mademoiselle Pogany) मूर्ति अफ्रिकन पेण्डे कलाको Mbangn Mask 
आकारबाट प्रभावित भएको चाल पाइन्छ। उनका कृतिहरु Torso of a young 
Man ]922 वेलनाकारमा रचना गरेका हुन्‌ । उनको सर्वश्रेष्ठ कृति Bird in Space 
निकै चर्चित कृति हो यस कृतिको रचनामा रकेटको आकारभौँ बेलनाकार Form मा 
धातु मूर्ति हो जसमा चराको उडानको गतिलाई कैद गरी रकेटभ गतिमान रहेको 
प्रतित हुन्छ । त्यस्तै अर्का आधुनिक अष्ट्रेलियन मूर्तिकार फ्रिज ओटुम्वाको बेलनाकार 
धातु Figure with Raised Arms ]956-57 को मूर्ति शास्त्रीय मूर्ति Diadoumenos 
बाट प्रभावित भएको प्रतित gal ब्रिटिस आधुनिक वाद प्रथम विश्वयुद्ध qd 
मूर्तिकला मा नयाँ आयाम थप्ने प्रयास स्वरुप तत्कालिन प्रख्यात मूर्तिकार हेनरी मुर 
हुन्‌ उनका रिक्लाइनिङ्ग फिगरका मनुमेन्ट मूर्तिहरु विश्व कलामा नौलो आयाम थप्न 
सफल AT) उनी प्राकृतिक छटाले भरपुर सुन्दर YS भएको योकसायरमा 
जन्मेका मुर को अमूर्त शैली विकूत मानवाकृति रचनामा प्राकृतिक भूदृश्यको प्रभाव 
प्रतितहुन्छ | उनका Open Form मा रचित मूर्तिमा ठूला ठूला आक भएका प्वाल 
लम्बाकार भुँइमा लमतन्न परेका पहाड झौँ अवस्थित धातुका मूर्ति निके भावावेश 
उन्मुख पाइन्छन्‌ । उनको एउटा अलि फरक ढंगले संयोजन गरिएको कृति Internal 
and External Forms १९५३-५४ पनि महत्वपूर्ण 2 | त्यस्तै pls ब्रिटिस 
ूर्तिकारहरुमा Jacob Epstein को Maternity FT" मूर्ति शैली Pon यथार्थवादवाट हटैर 

भावात्मक अभिव्यक्ति पस्कन सफल देखिन्छन्‌ । त्यस्तै अर्का मूर्तिकार हेनरी गौडियर 
वेजेस्काद्वारा रचित कतिमा ज्यामितीय रेखाइन अनुसार रचना गरी बिम्बात्मक 
तत्वहरुको उपस्थिति गराएको छ | आकारलाई भन्दा Form लाई जोड दिइएका | 
कृतिहरु निर्माण गरेका छन्‌ जसमा Bird Swallowing Fish, Red Stone Dancer 
प्रमुख छन्‌ । १९ औँ शताब्दीदेखि औजारको युगका भएको हुंदा Msi 3 म 
जन्माएको एसेम्बलेज प्रविधिबाट धातुका पाताहरुलाई जोडी mr Form, 

संयोजन गर्ने परिपाटी चल्यो जसमा जुलियो गोन्जालेज ॥ Woman Assanging 
her Hair विशेष रुपमा चर्चित छ। त्यस्तै निर्माणबाट शैली रसियन आन्दोलनबाट. 


£ , उपजका रुपमा १९१७ मा आयो d यसवादमा Real materials in real isi | 
. अवधारंणाले Real m terial लाई. Wall मा Free Hanging गरी भर | 


धातु, प्लास्टिक जस्ता 
/ उद्योग कलकारखानाका प्रयोग भएका सामग्री सिसा, धातु, verse | T 
_ वस्तुकला संयोजनका माध्यममा कृति रचना T au 
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Comer Relief महत्वपूर्ण मानिन्छ । अका 
धनवादको अनुभव, कलकारखानामा प्रयोग हुन 
एसेम्ब्लेज विधिबाट कृति रचना गर्थे । जसमध्य St n 

Space Number महत्वपूण मानिन्छन्‌ । सन्‌ १५१६ मा 


4) AIH 


PIi गा a OB हर उँ TTT 7 > ^ ower 
rera: धातका पाता azy 


one WIth Collar, Linear 


Construction in | 
दादावादको शुरुवात भयो यसको विकास प्रथम ववश्वयुद्धवाट 67 
उद्देश्य परम्परागत कलालाई विस्तापित गरी नयाँ कला सृजना गनु मुख्य उद्दश्य 
थियो । प्रथम विश्‍वयुद्धवाट मानवीय मस्तिष्क क्षतविक्षप्त भएबाट पुराना कला मूल्य 

तयारी 


Tyr 


यस अवधारणालाई प्रख्यात 


मान्यता प्रति घृणा र वितृष्णावाट दादावादको जन्म हुन पुग्या p जसमा 
सामग्रीलाई आर्ट पिसका रुपमा प्रस्तुत गरिन थालियो d | 
दादाइस्ट मार्सल डुच्याम्पको Fountain लाई अथात्‌ पिसाबदानालाइ सावदानीलाइ Work of Art 
का रुपमा प्रस्तुत गरे । यसले कला संसारमा हड्डामा मचाइदियो । 

१९२४ मा सिग्मण्डको काममा मनोवैज्ञानिक र स्वप्लिल 
स्वतन्त्रतापूर्वक अवचेतन अवस्थामा निस्कने भावहरुबाट अभिपेरित कृतिहरु सृजना 
गर्न तफ अग्रसर भए । सरलिष्ट मूर्तिकार Maria Martins sf] Impossible [I] 


=” 


"m 
qu TIU" ` 
यसन क्रमशः 


अवधारणालाई 


फकका 


नामक धातु मूर्तिमा स्त्री पुरुष मानवकतिमा एकअकां तफ फर्केको टाउकाबाट 
दुवैका डाँडाहरु एक अर्कालाई विजेको अवस्थामा संयोजन गरिएको छ । सन १९४५ 
पश्चात अमेरिकी इञ्जिनियर मूर्तिकार डेभिड स्मिथ हुन्‌ उनका कतिमा ओद्योगिक 
सामग्रीलाई एसम्ब्लेज प्रविधिबाट धातुका पाता छडहरुलाई वैल्डिइ गरी रचना गरेका 
छन्‌ । उनका प्रख्यात मूर्तिका जिग-४ र एग्रिकोला-७ औ हन्‌ । १९४५ पश्चात 
स्वीस आटिस्ट अल्वर्टो जियाकोमिट्टी पमख आधूनिक मूर्तिकार मानिन्छन्‌ । उनका 
कलाकृति लामालामा वेलनाकार सुत्त परेका जिउडाल भएका कन्तर मानवाकति 
मूर्तिहरु रचना गरेका छन्‌ । जसमध्ये धातुको The Table नामक कतिमा सरलिप्टिक 
प्रभावले ओतप्रोत भएको कति पनि निर्माण गरेका छन्‌ । सन्‌ १ tx को दशकमा 
मिनिमल कलाको प्रार्दभाव भयो । यो कलाका प्रमुख पात्रका रुपमा डोनाल्ड जड 
| € दामी भूमिका निभाउनु भएको धियो । मिनिमल कलालाई न चित्र न. त मूर्ति 
विद्याको रुपमा परिभाषित गरिएको छ। यसकलामा Form को जटिलताबाट 
सरलीकृत गरि तयारी सामग्रीहरु प्रायशः ज्यामितीय आकारहरुको संयोजन गरिएको 
पाइन्छ | मिनीमल कलाकारहरु टोनी स्मिथ, कार्ल os रिचार्ड सेरा, इभा हेसी 
आदि हुन्‌ । १९४५ बका दशकमा विभिन्न प्रकारका कलाका आयामहरु समय 
अ ह बाटै aly que भाग्यो जतला प, गोप मार्ट काट 
र प्रयोग भएको थियो । यस कलाका जेन Pram Se ee 
Trepied La Basule VII मुख्य कति हन्‌ ^ w" e — 

एसेम्लेज, यह र ॐ l शित हुन्‌ । सन्‌ १९६० र ७० को दशकमा 
लिज, जङ्ग र लण्ड आट व्यापक रुपमा विश्वकला मञ्चमा देखा पस्यो तत 
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Conceptnal कलाका अन्य 
प्रयोगभी' ~ प्रचलन = > 
प्रयोग यसको प्रचलन हालसम्म कायम रहेको छ | अमेरिकाबाट बिस्तारित भएको 


अर्को कला आन्दोलन अतियथार्थवाद अर्थात्‌ सुपर रियालिजमका रुपमा विश्व माझ 
आयो | जुनवाद रेनेसा यूगिन कलाबाट प्रभावित भई फोटोरियालिष्टिक प्र भावको 
उद्देश्य दर्शकलाई दिगभ्रमित पार्न थियो। यस वादको प्रमुख मूर्तिकार ds डी 
एण्डीया हुन्‌ | उनको C oup le (Man Clothed) पूर्णकदको मूर्तिले दर्शकलाई 
अचम्मित पार्छु | | अतियथार्थवाद पश्चात नवयुभाववाद र ग्राफिटी कलाले वजार 
लियो जसमा जज वासिलिज को Unititled (Figure with raised arms) काष्ठ 
मूर्तिले अफ्रिकन मूर्तिको मूर्ति रचना शैलीमा अभिव्यक्तिमूलक कृति सृजना गरे । 


२१ औँ शताब्दी सूचना र सञ्चारको युग, गति र परिवर्तनको यगीन 
संसारले सिर्जनाकारलाई चुनौति थपिदियो । उक्त चुनौति सामना गर्न मर्तिकलामा 
नयाँ आयाम थप्न, युग अनुकूल कलामा. आमूल “परिवर्तन गर्न समसामयिक 
मूर्तिकलाको अभ्यूदय भयो । यस २१ औँ शताब्दीका मूर्तिकारहरुमा एन्टोनी गमले 
हुन्‌ उनका कृति (Seeing and Believing Quantun) Cloud XX र The Angle 
of the -North हुन्‌ । अर्का मूतिकार Anish Kapoor, Richard Deacon, Ron 
Mueck हुन्‌। २१ औँ शताब्दीको नविनतम कला Hyperreahishic अर्थात्‌ 
फोटोरियालिष्टिक कलाका आयामका रुपमा स्थापित भएको Bl यस कलामा 


कलाकारले . फोटोग्राफी Advance रुपमा विभिन्न प्रविधि र माध्यमका साथै शिप 


' कोशलले Optional Illusion दिग्भ्रमित पारी यथार्थवस्तुको gag चित्रण गर्‌यो । यस 


कलाका विख्यात मूर्तिकार Ron Mueck हुन्‌ । उनका मूर्तिहरु Couple under the ` 
Umbrella-20 I3 र Spooning Couple हुन्‌ | अर्का प्रशिद्ध मूर्तिकार डाउने 
त्यानसन हन्‌ । उनका कृतिहरूमा Supermarket Shopper ]970, Woman eating 
97] प्रमुख रहेका छन्‌ । 


विशव कलाको सेरोफेरोलाई सिंहावलोकन गर्नुको तात्पर्य आजको युग २१ 

i शताब्दीसम्म आइपुग्न कुन कुन तत्वहरुको प्रभाव स्वरुप समयकाल खण्डमा के 
फ्स्ता अभ्यास भएर मूर्तिकला आजको युगमा समसामयिक मूर्तिकलाका रुपमा | 
परिभाषित हुन पुगेको करालाई जगजाहेर गर्नु ने हो । अर्को उद्देश्य परम्परावादी र 
भाधुनिक शैली विचको asa कम गरी दुवैलाई जोड्ने पुलका रुपमा प्रस्तुत भएको 
BT बोध गराउनु हो । यहाँ विश्वकलाका विभिन्न समय वादमा सृजना भएका 
हरु बिस्तारै परिंस्कत d$ विम्वात्मक रुपबाट विभिन्न तरिकाबाट प्रस्तुत गर्ने 
अभ्यास निकै भए । चाहें ती प्राचीन अफ्रिकन मूर्ति हुन्‌ वा ग्रीक शास्त्रीय काल वा 
ma हैलेनिस्टिक टक ती क्रमशः महत्वपूर्ण प्रेरक तत्वका रुपमा रहिरह्ये । हाल पनि त्यही 

THT हाम्रा कामहरु भइरहेका छन्‌ ।१९ औँ शताब्दीमा भएका विभिन्नः 


S 
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अभ्यासले कनै पनि प्रविधि, शैली वा वाद लाई अछुतो राख्न सकन । तत्कालिन 
अवस्थामा Art देखि Antiart का अवधारणाको समेत प्रयाग भइसकका पारप्रच्छमा 
आजको २१ औं शताब्दीमा पुनः घुमफिर गरेर  Hyperrealistic अवधारणा 
आइसक्यो । अत: २१ औं शताव्दी सम्म आइपुग्दा कलामा कुने पनि प्रयोग बाँकी 
छैन जस्तो मलाई अनुभुति हुन्छ । परापूर्वकाल देखिको कलावाट विकासे रुपमा नै 
आजको समसामयिक कला हो भन्दा अतियुक्ति नहोला । 
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ललितकला शिक्षा : रणनितिक. चिन्तन' 


| - विपिन कुमार घिमिरे 
FER RR 
- नेपाल सरकारले प्रत्येक वर्ष शिक्षा क्षेत्रमा. राष्ट्रिय बजेटको कूल २३ प्रतिशत. 
आर्थिक लगानी गर्दै आएता पनि त्यसबाट मूलुकले. आशातित प्रतिफल प्राप्त गर्न : 
नसकेको अवस्था विद्यमान Bl यस सर्न्दभंमा त्रिभुवन विश्वविद्यालय अर्न्तगतका 
बिभिन्न शिक्षण संस्थाहरुको कमजोर व्यवस्थापनको लाभ उठाउदै त्यहाँ शिक्षालाई 
भन्दा आर्थिक पक्षलाई जिम्मेवार व्यक्तिहरुले आय आर्जनको श्रोत बनाउने कोशिस 
. सँगै शिक्षा व्यवस्थापनमा समेत व्यक्तिको स्वार्थ अनुकूल पाठ्यक्रम तर्जुमा गर्ने : 
जस्ता कार्यले विश्वविद्यालयको गरिमालाई चुनौती दिदैँ दिनप्रतिदिन त्रि.वि.वि प्रति... 
नकारात्मक धारणाः विकसित हुदैँ गइरहेको: छ । यस बाहेक: यसः विश्वविद्यालयमा : 
` भइरहेको राजनैतिक हस्तक्षेप, दक्ष शिक्षकहरुको नियुक्तिमा कमी जस्ता थप समस्या, 
जटिलताका गाँठाहरु बनेर अगाडि देखा परेका, छन्‌.। — 


“* यहाँ मैले उठान गरेका का विषय वस्तुहरु त्रि.वि.वि.को श्री वृद्धिका निम्ति हुन्‌ ॥ | 
यी विचारहरु वस्तुपरक रुपमा यथार्थको धरातलमा उभिएर त्रि.वि.वि.का जिम्मेवार 
निकायहरुले विश्वविद्यालयलाई AGS गर्न महशुस गर्नु पर्ने समस्याहरुमा आधारित 
भएकाले सम्वन्धित म्वन्धित अधिकारीहरुको ध्यानाकर्षण गराउन चाहान्छ | 


> ~ 
i 


बर्तमान सन्दर्भ 


ललितकला क्याम्पसकत्त क्याम्पस - प्रमुखमा म भर्खरै नियुक्त T A | 
क्याम्पस प्रमुखको रुपमा ललितकला क्याम्पसमा जिम्मेवारी वहन गर्ने x | 
क्याम्पसमा परम्परागतरुपमा- विकास गरिएका दुइवटा ici हर 2 
. मेरा अघिल्तिर चुनौतीका रुपमा देखा परेका छन्‌ । मला३ लाग्दछ 


धेरथोर प्रतिविम्बित गर्नेछन्‌ । तथापि यी 


i प्रकारबाट उठाइएका 
विशेष समस्याहरु खास गरेर ललितकला क्याम्पसको आफ्नै | 


: कृत्रिम समस्या हन्‌ | ललितकला क्याम्पसमा हाल मूलत 


| शक्षो परीयोजनाको | 
_ १ मानविकी तथा समाज शास्त्र संकाय, त्रि. वि. तथा बीस उमा que adi. 
` संयुक्त आयोजनामों २०७० बैशाख २३ देखि २७ 377 कार्यशालामा प्रस्तुत. 
`. केन्द्रिय विभागका प्रमुख तथा आंगिक क्याम्पसका प्रमुखहरुको | 
ह कार्यपत्र ME 
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संगित विधाहरुको अध्ययन अध्यापन गराईने शिक्षण संस्था हो । तर यस संस्थाको 
स्थापनाकाल देखि नै यहाँको शैक्षिक पठन पाठनको व्यवस्थालाइ सही रुपमा 
व्यवस्थापन गर्ने गराउने कार्य हुन नसकेकै कारण सम्वन्धित विषयमा गुणस्तरीय 
दक्ष जनशक्ति देशलाई दिन नसकेको यथार्थलाई अस्विकार गर्न सकिन्न । 


आजपनि त्यही परम्परालाई नै पछयाइरहेको ललितकला क्याम्पसमा 
व्यक्तिगत स्वार्थ अनुकूल पाठ्यक्रममा सुधार गर्न नसकिने वास्तविकता मेरे 
अघिल्तिर समस्याको रुपमा रहेको Bl यो समस्याको विकास ने विगतमा 
चित्रकलाको तालिम मात्र लिएका र सम्बन्धित विधामा प्राज्ञिक दक्षता हासिल 
नगरेका शिक्षकहरुको विशेष समूहले स्थापित गरको आफ्नो स्वार्थ अनुकूल पढाउन 
सजिलो हुने गरी व्यवस्था गरेको पाठ्यक्रम हो । वेला बखतमा सो पाठ्यक्रममा 
सुधार गर्ने नाटक समेत उनीहरुबाट गरिएता पनि उनीहरुकै हालिमुहाली रहेको 
संस्थामा सुधारको कुनै अर्ध तथा महत्व थिएन । अहिले सो समूह ललितकला 
क्याम्पसबाट बाहिरीसकेको भएता पनि त्यसको रहल पहल कला केन्द्रिय विभाग र 
पाठ्यक्रम विकासमा रहेकाले अहिले पनि कला शिक्षामा सुधार गर्न संभव भएको 
छैन । यस वाहेक कला शिक्षाको तय गर्ने केन्द्रिय विभागले त्यसका प्रमुखमा ग्राफिक 
विधाको व्यक्तिलाई नियुक्त गरेको र उहाँको रुचीलें ज्यादा महत्व पाउँदा 
चित्रकलाको पाठ्यक्रममा ग्राफिक कलालाई मूल विषय बनाउने उदेक लाग्दो 
प्रयासले प्रस्तावित चित्रकला विषयको पाठ्यक्रममा ग्राफिक कलाको santa 
स्थापित. गर्ने प्रयास भई रहेको छ। यसो भएमा अव ललितकला क्याम्पसले तयार 
गर्ने चित्रकार चित्रश्रूजना गर्ने होइन कि मेशिनवाट उत्पादन गरिने छापा चित्र _ 
उत्पादक चित्रकारहरु हुनेछन्‌ । स्मरण रहोस, चित्रकला र ग्राफिककलाको 
सिर्जनात्मक पक्ष बिच अन्तरगत नै चित्र श्रुजनाका चित्रकारहरु श्रृजनात्मक कार्यमा 
आधारित श्रष्टा हुन्छन भने ग्राफिककार ग्राफिक चित्रलाई संख्यात्मक रुपमा उत्पादन 
गरेर आफ्नो परिचय स्थापित गर्दछन्‌ । चित्रकला र ग्राफिक कलाको यो भिन्नतालाई 
पाठ्यक्रम निर्धारकले बुभने क्षमता नराख्ने र पाठ्यक्रममा विधागत शिक्षाको 
व्यवस्था नगरे ललितकला क्याम्पसमा चित्रकला विभागको औचित्य समाप्त हुने 
देखिन आएको छ | यदि चित्रकला विषयको शिक्षालाई व्यवस्थित गर्ने नै हो भने 
सोही विषयका उच्च प्राज्ञिक दक्षता प्राप्त विशेपज्ञद्रारा सो पाठ्यक्रमको तजुंमा हुनु 
Wea अहिले वि. एफ. ए. का पाठ्यक्रम तयार गर्ने अन्तिम तयारीमा रहेको 
` समितिमा ग्राफिक कलाको शिक्षा प्राप्त केन्द्रिय विभाग प्रमुख सहित शिक्षाको 
प्राज्ञिक अनुशासन पुरा नगरेका '-तालिम स्तर पुरा गरेका उनका सहयोगी-बाट 
चित्रकलाको: पाठ्यक्रम सहि रुपमा र अन्य विश्वविद्यालय र कला 
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“777 यकहरुले स्विकार गर्ने किसिमव स्विकार गर्ने किसिमको अपेक्षा गर्नु कोदोको विउ छरेर धान 
फलाउने कल्पना मात्र भएको आभाष हुन पुगेको छ | 


प्रस्तावित पाठ्यक्रम माथिको संक्षिप्त टिप्पणी पछि शिक्षक पाटोको 
दुराचारको एक उदाहरण पेश गर्ने अनुमति चाहान्छु । एकै शिक्षकले कसरी दुई 
छुट्टाछुट्टै दुरीमा रहेका संस्थामा कक्षाहरु: एके. पटक एकै समयमा संचालन गर्न 
सक्दछ ?, तर त्रि.वि.वि.को कला शैक्षिक केन्द्रहरुमा यो संभव देखिएको Ud 
ललितकला क्याम्पसको दरवन्दिमा रहेको शिक्षकले केन्द्रिय विभाग र ललितकला 
क्याम्पसमा १०:३० देखि ११:२० सम्मको कक्षा कसरी लिनु संभव छ: यस्तै अर्का 
एक करार शिक्षकले एउटै समयमा यस्तै कार्य तालिका अनुशार नै उल्लेखित 
शिक्षकहरुले शिक्षण कार्य गर्दै आइरहेका छन्‌ । त्यसरी त्रि.वि.वि.मा भएको राष्ट्रिय 
सम्पतीको दुरुपयोग कसरी रोक्न सकिन्छ ? यसवाट त्रि.वि.वि.को शैक्षिक लक्ष्य पूरा 
हन्छ की हुदैन्‌ ? यस्तो अवस्थामा नयाँ र अत्याधुनिक वैज्ञानिक शिक्षण पद्धति 
अनुशार कलाको शिक्षा दिन सकिने वातावरण श्रृजना हुन सक्छ की "सक्दैन ? 


कला शिक्षण पद्धतीको विकाश: 


परम्परागत शिक्षण प्रणालीमा गाँजिएको ललितकला शिक्षण पद्धतीमा सुधार 
गर्न सक्ने अवस्था देखिदैन । शिक्षक भर्ना पश्चात उनीहरुको दक्षता र क्षमता 
अभिवृद्धिका लागि कनै तालिम तथा पाठ्यक्रम अभिमूखीकरण ` — 
अनपस्थिती आजका प्रमुख चुनौतीहरु हुन्‌ आफूल उपाधी वरणका लागि ग 
अध्ययनको आधारमा मात्र गरिने अध्यापन प्रभावकारी हुन सक्दैन | ललितकलाका . 
E शिक्षकहरुलाई शिक्षण पद्धतीवारे ज्ञान दिनु | अनिवार्य छ र सो नभएको — 
वर्तमान शिक्षण परम्पराको मूल्यांकनको कुनै औचित्य छैन्‌ । संक्षिप्तमा उल्लेख 
गर्नुपर्दा कला शिक्षणमा नयाँ र वैज्ञानिक शिक्षा पद्धतीद्वारा पठनपाठनको व्यवस्था 


र्न संभव हन सबला त? यसं सम्वन्धमा त्रि.वि.वि.ले गहिरिएर सोच्छ मात होइन, 
सम्वन्धित विषयको सहि शिक्षा त दिन सकिने सहज वातावरण कायम गराउन सक्नु 
` उल्लेखित समस्याहरुबाट निम्न लिखित परिणामहरु उत्पन्त -भएका छन्‌ 
७ IH : . 


E तिनीहर चासोको चाहान्छु : 
| ; प्रति गम्भिर चासोको आवश्यकता औल्याउन चाहा" जीवनका पका लागि 
E. 4 न्यु योग्य छैन भने qd 
0708, स्वयं शिक्षक शिक्षण पद्धतीमा यार छैन भने yu ` क्याम्पसका 
` `` ` प्रभावकारी शिक्षा' प्रदान हुँन ` ह क्षणको : ज्ञानबाटः विमूख 
; gen | क्षकहरु € पद्धती = * a CET र ^ $ lees ‘ky [35 
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छन्‌ । उनीहरुलाई यो सम्बन्धमा प्रशिक्षण दिने काम त्रिविविले गर्न 
पर्दछ । 
ललितकला क्याम्पसमा कला शिक्षण पद्धतीको विकास गर्न नसकिएकोले 
र शिक्षण अनुशन्धानको कार्य हुन नसकेको अवस्थामा सो को भूमिकाको 
मूल्यांकन गर्न सकिदैन्‌ । 
पढाउनको लागि पढाउने परम्परा ललितकला क्याम्पसमा रहेकोले शिक्षण 
पद्धतीरहित कार्यको परिणाम खोज्नु निर्थक हुन आउछ । 


ललितकला क्याम्पसमा लामो समय सम्म पढाएको अनुभव प्राप्त 
शिक्षकहरुमा अनुभवको आधारमा शिक्षण पद्धतीको विकास गर्ने कने लक्ष्य 
रहेन | उनीहरुको एउटै लक्ष्य आफ्नो जागीरम्‌खी परम्परा मात्र रह्यो | 
त्यसकारण उनीहरुबाट अनुभवको आधारमा राम्रो ज्ञान सहितको शिक्षण 
पद्धतीको विकास हुन सकेन। न त उनीहरुले कुनै शिक्षण पद्धतीलाई 
आधार बनाएर ने काम गरे। यही दुर्भाग्यपूर्ण स्थितीमा ललितकला 
क्याम्पसले आफ्नो शिक्षामा तिनैको शिक्षण पद्धती विस्तार गर्न बाध्य 
भएको र अभ बाध्यात्मक स्थितीमा चल्नुपर्ने अवस्था छ । 


भाषा शिक्षणको सर्न्दभमा नेपाली र अंग्रेजी बि. ए. तर्फको जर्वजस्ती 
लाद्ने काम भएको छ। हाल बि.ए. तर्फ ३ वर्षे कार्यक्रम लागू छ। 
वि.एफ.ए.को Y वर्षे कार्यक्रम लागू गर्नका लागि पाठ्यक्रम प्रस्तावित 
हुदाँ पनि भाषा शिक्षणका सर्न्दभमा केन्द्रिय विभाग र सम्बन्धित केन्द्रिय 
विभागहरुबाट कुनै पहल कदमी भएको छैन । कला क्षेत्रमा तयार हने 
जनशक्तिलाई कस्तो खालको भाषाको दक्षताक आवश्यक पदछ भन्ने झग 
सम्बद्ध निकायको ध्यान जान नसक्नु दुखको कुरा हो। व्यवस्थापन 
संकायले दिने समान उपाधी बि.बि.एस. (३ वर्षे) र वि.वि.ए. (४ ath मा 
भाषा शिक्षणका लागि अलग अलग मापदण्ड लागू भएको छ । तर बि.ए 
र बि. एफ. ए. जस्ता फरक उपाधीहरुका लागि भाषाको पाठ्यक्रम 
समान हुनु तमान हुनु र हालको पाठ्यक्रमले ४ वर्षे कार्यक्रममा बि.ए.को ४ वर्षे 
कार्यक्रमलाई पर्खन बाध्य पार्ने अवस्थाको श्रृजना हनु प्रति सबैको ध्यान 
पुग्नु आवश्यक छ। 


शास्त्रीय व्याख्या अनुशार चित्रकला, मूर्तिकला, संगित, नृत्य र साहित्यलाई 
ललितकला मान्ने गरिन्छ । तर त्रि.वि.वि.मा नै कला शिक्षणको दोहोरो शिक्षण पदती 
आवलम्वन गरिएको छ । संगित र नृत्यलाई बि.ए. अर्न्तगत अध्ययन अध्यापन गरिदै 
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आएको अवस्था छ। अब बि.एफ.ए ४ वर्षे र बि.ए. ३ वर्षे नै रहेको अवस्थामा 
संगितमा एके विश्वविद्यालयबाट एकै संकायमा दुइखाले जनशक्ति उत्पादन हुनेछन्‌ । 
यो अवस्थालाई कसरी व्याख्या गर्ने हो ? सोच्न जरुरी छ । 


ललितकलाको अध्ययन अध्यापनमा संगितमा अन्य विषयहरु wu जरुरी भै 
सकेको छ । गायन, तवला र सितारको मात्र अध्ययन अध्यापनले विषयको मर्मलाई 
जोगाउन नसक्ने अवस्था हाल देखा परेको छ। चित्रकलाको समकक्ीको रुपमा 
विकास भएको छविकला वा फोटोग्राफीलाई छुट्टै विधाको रुपमा पाठ्यक्रम विकास 
गर्नु जरुरी भे सकेको छ । नृत्य र संगित जुनसुकै क्याम्पसमा अध्ययन अध्यापन हुने 
भएता पनि सो को उपाधी वि.एफ.ए. कायम गर्नु आवश्यक छ। यसले गर्दा 
कलाको शिक्षणमा एकरुपता आउन पुग्दछ र यसको अभ्यास अभ व्यवस्थित तथा 
मर्यादित हुन जान्छ | 


त्यस्तै हाल हुने साहित्य तर्फको अध्ययन अध्यापन साहित्य उत्पादन भन्दा 
उत्पादित साहित्यको ब्याख्या, विश्लेषण र खपतमूखि छ। साहित्य उत्पादनमा 
सहयोग पग्ने किसिमको Wea बि.एफ.ए. र एम.एफ.ए. अन्तगत श्रृजनात्मक 
लेखन वा लेखन अर्न्तगत निर्माण गर्नु आवश्यक छ । यसले लेखक हुन चाहाने 
बिद्यार्थीहरुलाई कलाकेन्द्रमा सिक्ने अवसर प्रदान गर्ने छ। त्यस्तै साहित्य तफ 
नाट्यशास्त्रको अध्ययन अध्यापनका लागि पनि नयाँ कार्यक्रमको विकास गर्न 
सकिन्छ । यसका लागि त्रि.वि.वि. सँग एउटा नाटकघर हुनु आवश्यक हुन्छ | 


कलाको शिक्षालाई उत्पादनसँग जोडेर श्रृजनाको माध्यमवाट समाज र 
देशलाई समन्नत बनाउने दिशामा लैजान ललिकलाको क्षेत्रमा धेरै संभावना रहेका 


छन्‌ । तिनको यथोचित उपयोगको खाँचो रहेको छ। . 


निष्कर्ष : 

उल्लेखित समस्याका गाँठाहरु. खोल्त ललितकला . क्याम्पसमा : संबद्ध | 
बिधाहरुमा विशेषज्ञता हासिल गरेका, दक्ष र योग्य व्यक्तिहरुलाई प्रतिस्पधाको 
आधारमा वैज्ञानिक शिक्षा प्रर्वद्धनमा लगाउन सकेमा Pa fa fal लक्ष्य l "= 
धैरै कुर्नु पर्ने छैन । मूख्यतः कला शिक्षण पद्धतीको ' विकासमा त्रि.वि.वि.ले चासोका 


समुचित प्रयोग 
साथ क्रियार्शिलता देखाउनु आवश्यक छ | शिक्षकहरुका अनुभवको र 


E | शिक्षण पद्धतीको विकास गर्ने दिशा qué कदम चाल्न सकियो भन ललितकला 


निराकरणमा सहयोग पुग्ने विश्वास 
लएको अन्य क्याम्पसहरुका पनि समस्याहरु निराकरण | 
। लिएको छु 
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- चैतन्य प्रकाश प्रधान 


राष्ट्लाई सिगार्ने र राष्ट्को इज्जत, गौरव र गरिमा वढाउन कलाकारको 
` मुख्य भूमिका हुन्छ । यसैले कलाकारलाई राष्टिय विभूति मानिन्छ | यसै शब्ददार नै 

चन्द्रमान सिंह मास्केलाई पनि हामी विभूषित गन सक्छा क्छों | यति मात्र होइन अपित 
वहाँलाई आधनिक नेपाली ललितकलाका अग्रजका जको रुपमा हामी लिन सक्छौं भने 
वहाँको ललितकला तर्फ आफनै शैली, लगनता र उच्चतालाइ हदा हामी वहाँलाई 
एक उज्वल धुवताराको रुपमा पनि मान्न सक्दछौं । | 


बि.सं. १९५६ को चैत्र शुक्ल पञ्चमीमा काठमाण्डौंमा पिता वुद्धिमान्‌ मास्क 

र माता. पूर्णकुमारी मास्केको कोखबाट चन्द्रमान्‌ सिंह मास्कका जन्म भएका का थियो। 
. युवा उमेरमा मास्के चिकित्सा शास्त्र अध्ययनको निम्ति भारतको कलकत्तामा जान्‌ 
भएको थियो । विच विदामा कलकत्तावाट घरमा फर्कदा पितृ शोकल घर वसका 
` मास्के चित्रकलामा कलामा अभ्यस्त रहे सोही समयमा तत्कालिन राणा प्रधानमन्त्री चद 
शम्सेरले एकजनाको व्यक्तिचित्र लेख्न लगाइयो । तत्कालै. वहाँले चित्र लखादए पाछ 
फेरी चन्द्र शम्सेरबाट मास्केलाई सिंह दरवारमा वोलावट भई कलकत्ताको गभमण्ट 
आर्ट कलेजमा अध्ययनमा अध्ययन पठाइयो । त्यसै कलेजमा मास्केले फाइन आटमा 
एम. ए. को उच्च अध्ययन गरी पहिलो श्रेणीमा प्रथम हनभयो र वहाँ फाईन 
आर्टसमा एम.ए. गर्ने पहिलो नेपाली हनहन्छ । त्यति मात्रै होइन जाति, सम्प्रदायमा 
सिमित रहेको ललितकलालाई तोडी अन्य जातीको पनि काम हो भन्ने कुरा वहाँवाट 
शुरु भयो । साथे आधुनिक नेपाली चित्रकलाको शुरुवात पनि वहाँबाट भएका 
पाइन्छ। खासगरेर नेपाली आधुनिक चित्रकलामा स्वच्छन्दवादी (रोमाटिसिज्म! 


वहाँवाट' शुरु भएको छ भने नेपाली जनजीवन र साँस्कतिक जीवनको वनः को चित्रण गर्तुत त 
मुख्य वहाँको विशेषता रहेको छ | 


म वहाँको चित्रकला, वहाँको निवास, स्वदेश र विदेशको संग्राहलयमा संग्रहित 
छ। यस्तै मूर्तिकलामा बालजुको उद्यानमा पूर्वराजा महेन्द्र र रानी रत्नको सार्थ 
स्याड.जा र नेपाल प्रज्ञा प्रतिष्ठानको हलमा राजा महेन्द्रको मर्ति र लुम्बिनीमा 

भगवान बुद्ध जन्मको दिव्यमूर्ति वहाँको प्रसिद्धमू्तिं कला रहेको छ। ™ 


वास्तुकलामा विरगञ्जको सभागृह र काठमाण्डौं " 
:पाण्डी, बहाँको डिजाइनबाट बाट निमित 
सडकको न्यूरोड गेट प्रसिद्ध छ । डिजाइन 
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वहाँलाई राणाकालमा विद्यालय खुलेको अभियोगमा सर्वस्वहरण र आजन्म 
कैदको सजाय तोकेको थियो र सर्वस्वहरण पछि केहि वर्ष जेल यात्रा गर्नुपर्‍यो । 
वहाँले आफनो जीवनमा पितृशोक, मातृशोक, पत्नीशोक र पुत्रशोक जस्ता वियोपूर्ण 
दुःख सहनु परेको थियो । जीवनको अन्त्यसम्म नेपाली ललितकला एकेडेमीको निम्ति 
प्रस्तावित र त्यसको सभापति हुनु भई सर्घपरत हुनुहुन्थ्यो । 





वहाँ महाविर इन्ष्टिच्यूट र श्रीराम विद्याश्रमको संस्थापक हुनुहुन्छ । दरबार 
हाइस्कूल र पद्याकन्या विद्याश्रम आदिमा अध्यापनकार्य पनि गर्नुभयो । राष्टिय 
संग्राहलय, चिडियाखाना र नाचघरमा निर्देशक अनि क्यूरेटर भई काम गर्नुभएका श्री 
मास्के नेपाल ललितकला संस्थाका सल्लाहकार समितिको सभापति र नेपाल 
सोभियत मैत्री संघको उपसभापति पनि हुनुहुन्थ्यो । वहाँले तत्कालिन राजा 
महेन्द्रसँग सोभियत संघ र अर युरोपित मुलुकहरुको भ्रमण गर्नुभएको थियो । वहाँ 
श्री नेपाल औद्योगिक प्रर्दशनी पदक, गोरखा. दक्षिणबाहु (तृतीय), परोपकार रजत 
पदक, त्रिभुवन स्मृती पदक आदिल विभूषित हुनुहन्थो भने, सम्मानमा इन्द्रराज्य 
लक्ष्मी पुरस्कार, सोभियत संघबाट विशेष सम्मान पत्र, युवा कलाकार समूह र 
स्किपबाट ७५ वर्ष पुग्नु भएको उपलक्ष्यमा अभिनन्दन, साहित्यिक पत्रकार संघबाट 
सम्मान र तत्कालिन काठमाण्डौं नगर पञ्चायतवाट पनि अभिनन्दन भई सम्मानित 
हुनुहुन्थ्यो । वि.सं २०४१ साल श्रावण १३ गते साँझ १०:५५ बजे दमको वेथाले 
वहाँको निधन भयो । वहाँ हामी सामु नरहेता पनि वहाँको त्याग र योगदानपूर्ण 
जीवनी, वहाँको मृदुभाषी वचन र उच्च विचार सादा जीवनको WD वहाँको अनुपम 
कलाको योगदानले गर्दा वहाँ सदा सदा अमर हुनुहुन्छ | 
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